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BEETHOVEN’S SONATAS FOR PIANOFORTE | remarks in connection with this movement, of which he 


AND VIOLIN. 
BY PR. NIECES. 
(Concluded from fp. 171.) 


THE three sonatas Op. 30 (A major, C minor, and G 
major) were composed in 1802, and first advertised as 
printed on May 28th, 1803, under the title 7Z7vozs 
Sonates pour le Pianoforte avec PAccompagnement Wun 
Violon, composées et dédiées & Sa Majesté Alexandre I. 
Empereur de toutes les _Russies par Louis van 
Beethoven. Giuvre XXX. A Vienne au Bureau d Arts 
et a'Industrie. Now Beethoven is quite Beethoven : 
he has parted company with his predecessors, and 
thrown off all visible ties that connected him with them. 
This we perceive at once on hearing the sonata in 
A major, and become more and more convinced of it as 
we proceed. We are transported into a poetic atmo- 
sphere, an atmosphere different from that enveloping the 
earlier works we have discussed. As to the two instru- 
ments, they form now an organic unity. The subject- 
matter of the first movement (A//egvo, A major, 3) cannot 
be called important, but must be allowed to be charming. 
Nothing, however, shows more distinctly the change that 
has come over the composer than the working-out section, 
although the whole style and texture of the composition, 
notwithstanding their lightness, show it distinctly enough. 
Who will henceforth be reminded of Mozart or of any 
other predecessor? If I were asked to say what chiefly 
characterised Beethoven’s style, my answer would be: 
its logicalness—the way in which every thought is 
developed, and the several thoughts connected. The 


second movement (Adagio, molto espressivoe, D major, 2) | 


has the rondo-form. 

a (D major). 

6 (B minor). 

a (D major, followed by a transition through 
various keys—E flat major, &c., to D minor). 

¢ (D minor). 

@ (D major.—With a long eoda in which new and 
old matter is worked up). 


As before long I shall have to fall foul of Lenz, I take 
the greater pleasure in quoting approvingly some of his 
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says that it belongs to the most effective and lovely 
music for violin and piano ; that it is based on a cantilena 
whose impassioned expression is Italian in character ; 
that, finally, it is a real violin declamation and contains 
in it a breath of the “ Adelaide ” (27th bar from the end, 
&c.). Why he should speak of it as having variation 
form is not evident to me. The last movement of the 
sonata consists of a theme with variations (A//egretto con 
variaziont, A major, (p). The broad cantadz’e nature of the 
theme, no less than more than one passage in the Adagio, 
calls to one’s mind Beethoven’s heavenly setting of 
Matthisson’s “ Adelaide.” In the variations the contra- 
puntal element is very prominent (2nd, 3rd, and 5'h), and 
throughout the several parts move with a wonderful ease, 
freedom, and buoyancy. A transition leads from the 
fifth to the sixth variation (AU/egro ma non tanta, °). 
There is nothing forced about this change of rhythm, 
as is often the case in the works of the older composers. 
The concluding A//egro comprises besides the variation 
proper a coda, which may be described as a fantasia on 
the theme. Whatever may be said against the last 18 
bars, their liveliness cannot be questioned. 

The sonata in C minor, the second of Op. 30, is the 
grandest of the ten, and may justly be named Sonata 
Eroica. Only one of the other sonatas could contest 
with it the pre-eminence in this respect—namely, the 
so-called “ Kreutzer Sonata,” Op. 47, in A major. The 
rivalry of the latter, however, could not extend beyond 
one, or, at most, two movements. The C minor sonata 
impresses us by a power, massiveness, and depth such as 
are possessed by none of those that have thus far been 
before us. Lenz degrades the work, insults the com- 
poser, and stultifies himself by supplying a programme 
which makes of this idealistic picture of moods a realistic 
battle-piece. He hears in the sonata alarms, the rolling 
of drums, the advance, the attack, the turmoil of the 
combat, &c. Let us take a less materialistic and more 
poetic view of the composition. No doubt it is a battle, 
but it is the composers own battle with the adverse 
forces of his life. Let us remember that in the year he 
composed the C minor sonata he also wrote that deeply 
affecting document addressed to his brothers, and known 
by the name of Beethoven’s last will. 
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“Oh, you men, who think or declare me malevolent, 
morose, or misanthropical, how unjustly you judge me! 
You do not know the secret cause of what appears to 

ou to be so! My heart and mind were from child- 

ood inclined to tenderness and benevolence. I felt 
always disposed even to perform great actions. But only 
consider that for the last six years I have been in a 
frightful state, made worse by witless physicians, deceived 
year after year in the hope of amelioration, and at last 
forced to face the prospect of a long-continuing evil, 
whose cure may require years or even be impossible. 
Born with a fiery, lively temperament, even susceptible to 
the diversions of society, I was obliged early to with- 
draw and pass my life in solitude . .. . to live 
like an exile.” And after further describing the terrors 
and anguish which deafness had for him, who once heard 
so perfectly, his averseness to confess the defect, and the 
depression he felt when some one else heard a shepherd’s 
song or flute in the distance which was inaudible to him, 
he proceeds :—“ Such occurrences brought me to the 
verge of despair, and I was near putting an end to my life. 
Only Art, she held me back! It seemed to me impossible 
to leave the world until I had produced allthat was within 
me, And thus I dragged on this miserable life. 
Patience, they say, I must now choose as my guide. I 
have done so. I hope my resolution to stand firm will 
hold till it pleases the inexorable Fates to break the thread. 
. + . To be forced already at the age of 28 to become 
a philosopher! It is not easy—for an artist more difficult 
than for any one else. Oh, God, Thou lookest down upon 
me, into my heart, Thou seest it, Thou knowest that love 
of my fellow-men and a disposition to do good dwell 
therein!” Here, if anywhere, do we find the key to the 
sonata. Beethoven could not become a_ philosopher 
without a previous struggle, nor would his philosophy 
be without its lapses. Let us then regard as the hero of 
the work Beethoven, the strong man, now battling with, 
now resigning himself to, his fate. 

As in grandeur of thought so also does this sonata excel 
in the vastness of its proportions.* An orthodox formalist 
may in analysing the first movement (Ad/egro con brio, 
c minor, (3) become somewhat disconcerted by certain 
features in the structure of the piece. He will find a 
first subject in C minor, from which a short transition 
leads to a second subject in E flat major (beginning at 
the 4th crotchet of bar 28, the last but one on p. 109 of 
Peters’ edition), a part of considerable length supplement- 
ary to the second subject or concluding the first section 
likewise in E flat major (bars 60-88 ; in Peters’ edition : 
p. 110, |, 3, bar § to p. 111, 1. 4, bar 5), a working-out 
section based on the first and the second subject (64 bars ; 
Peters’ edition: p. 111, 1. 4, bar 6 to p. 114, 1. 2, bar 1), 
restatement of the first subject in C minor, of the second 
subject in C major, and of the supplementary matter in 
C minor, and a coda consisting—here is the rub—of an 
abbreviated and in its latter portion modified present- 
ment of the so-called working-out section. The character 
is gloomy and rebellious in the first subject, determined 
in the second, strifeful in the supplementary passage, and 
complex in the working-out section. In the latter we 
hear plaintiveness in the melodic phrases of the violin 
above the growling of the pianoforte (motive from first 
subject in the bass, a broken chord figure for the right 
hand), rising anger in the quickly and loudly repeated 
motive from the first subject, indignation and defiance in 





* Iam not thinking of the number of bars of the several movements. 
The first and the last of the a major, Op. 47, contain certainly more bars 
than the first and the last of the c minor sonata. But the latter has four, 
not three, movements, , and a developed Adagio, instead of a series of varia- 
tions. 








the crossing of the motive from the second subject and 
the opposing counter-motive, boiling rage in the surging 
semiquaver passage of the pianoforte with the accompany- 
ing spasmodic shrieks, moans, and sighs of the violin, and 
the fierce clutches at the motive from the first subject 
followed by the ill-boding Zzano. The recurrence of this 
section at the close of the movement takes place in this 
way: the portion dealing with the first subject is slightly 
shortened and modulates to D flat, in which key the 
second subject is now introduced, also this portion is 
shortened, and not only shortened but also treated 
differently, and the last portion presents itself in a greatly 
modified form, ending in a wild, triumphant ecstasy. 
Over the second movement (Adagio cantabile, A flat 


major, @) is spread the calm of resignation, the peace of 


absolute trustfulness in a higher power. Nothing can be 
more soothing and edifying than this melodious prayer 
and meditation. The middle section (A flat minor with 
modulations) has a long-breathed melody, full of con- 
trition and humility, which seems to say: “I leave all in 
Thy hands. What am I without Thee?” The dissonances 
(bars 45, &c.; in Peters’ edition, p. 119, 1. 6, bar 3, &c.) 
go through us like a sudden passing pang. On its return 
after the middle section, the melody of the first subject 
soars over or winds through a richly ornamented accom- 
paniment, the movement of which, however, now and 
then subsides into greater restfulness. The coda begins 
with the opening phrase from the first subject in F major, 
but soon modulates back to A flat major, and then 
slowly dies away in a blissful dreaminess. The third 
movement, a Scherzo (A/llegro, C major, 3), is quite 
fascinating in its playful waywardness. The displace- 
ment of accent throughout the movement and the canon 
between the piano and violin in the trio are technically 
the most notable points that call for attention. There 
is such an airiness about this trio that we seem no longer 
attached to the clod we call earth, but to be delightfully 
disporting ourselves on wings. We have in the scherzo of 
this sonata an excellent example of Beethoven’s humour. 
The last movement (A//egro, Cc minor, (3) throws us back 
into the strife of life with all its bitterness and despair. 
Gloom and impatience characterize most of the subject- 
matter, an exception being the persuasive, hopeful canta- 
bile phrase (bars 15, &c.). The working-out section, 
based chiefly on the second subject (originally in E flat), 
is full of contention. The restatement of the first section 
takes place in the usual way, and after it an irresistibly 
urging coda (Presto) brings this magnificent work to a 
conclusion. 

In the G major sonata (§), No. 3 of Op. 30, Beethoven 
has given us a work of lighter calibre and smaller pro- 
portions, but one no less acceptable and, we may even 
say, in its way no less perfect. The two compositions, 
however, can as little be compared with each other as a 
lion and a squirrel, or an eagle and a linnet. They 
must be tested by different measures. The first move- 
ment (Allegro assat, G major, $), which conjures up a 
fresh sunny morning, is a fine piece of mosaic put 
together out of many fragments of various but fitting 
and harmonious shapes and colours. The simile of a 
mosaic, however, will only suggest itself in a critical and 
analytical examination, otherwise the impression made is 
that of perfect unity and continuity, of a thing of a 
single cast and material. The manifoldness of the sub- 
ject-matter will trouble narrow pedants who derive their 
notions and terminology from the Haydn-Mozart pattern, 
and insist on applying them in and out of season. They 
may fix on the twenty opening bars as the first subject. 
But how are they to proceed? On which portion of what 
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follows will they confer the title of second subject? 
Disagreement among these learned gentlemen is a 
contingency we ought to be prepared for. Well, at bar 20 
we find ourselves in D major, the key of the dominant ; 
the next seven melodious bars, which soon modulate to 
A major, do not recur in the restatement ; after them come 
seven passage-like bars in A major, and then short 
phrases and sequences touching on and flitting through 
many keys, till the more consolidated formation in D 
minor (G minor in the restatement) is reached, which in 
its turn is followed by various supplementary matter con- 
cluding the first part in D major. The working-out 
section opens with a figure from the concluding portion 
of the first part, above which shakes, alternately played 
by the piano and violin, are heard. Then the nimble 
motive from the first subject turns up in various keys and 
regions, but before long the first subject, and with it the 
restatement of the first section, begins in good earnest. 
To my allusions to the restatement I will only add that 
the conclusion is not extended. As a second movement 
we get in this sonata a Tempo di Minuetto (ma molto 
moderato e grazioso, © flat major, 3), the evenness of 
whose placid, tender course is only here and there 
slightly disturbed by a more passionate longing (4), a 
darker shade of melancholy (¢).. The ground plan is as 
follows : 
(a, E flat major. 
| 4, G minor. 

1‘ a, E flat major. 
| 4, G minor. 
\ a, E flat major. 

(¢, E flat major. 

( @, E flat minor. 

Repetition of No. 1. 

(¢, E flat major. 

(e, coda. 
The Allegro vivace (G major, 2), which concludes the 
sonata, is a rondo-like movement; in fact, may be 
described as a scintillation of the principal subject. The 
temporary eclipses consist of episodes which, with one 
exception (that in B minor), are not in contrasting keys, 
and for the most part have a passage-like turn. In this 
delightful piece, with its breathlessly busy and charmingly 
jaunty life, we meet again the humorist Beethoven. If 
the reader wishes for a chart of the scintillation, here is 
one, in which the letter @ indicates the principal subject. 

a, G major. 

4, G major. 

a, G major. 

c, B minor. 

a, G major. 

d, G major. 

a, C major. 

é, modulating passage. 

a, first B minor, then G major. 

J, G major. 

a, E flat major. 

g, E flat major, and G major and minor. 

a, G major. 

Op. 47, the sonata best known by the name of Kreutzer 
Sonata,the favourite sonata of concert-players and concert- 
frequenters, and the most brilliant example of the sonata 
species, was published in the year 1805 under the title : 
Sonata per il Pianoforte ed un Violino obbligato, scritta 
in un stilo molto concertante, quasi come dun Concerto 
[written in a very brilliant style, almost like a concerto]. 
Compostae dedicata al suo amico R. Kreutzer, Membro del 
Conservatorio di Musica in Parigi [composed and dedi- 
cated to his friend R. Kreutzer, member of the Paris Con- 
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servatoire], Primo Violino dell Academia delle Arti, e della 
Camera Imperiale, per L. van Beethoven, Opera 47. A 
Bonn chez N. Simrock. The last movement, however, had 
already been composed in 1802, and the whole work was 
ready for the press in 1804. Whether there was a special 
reason why Beethoven dedicated the sonata to Kreutzer, 
whose personal acquaintance he made when this famous 
French violinist and composer visited Vienna in 1802 in 
the suite of General Bernadotte, then ambassador of 
Napoleon, is not known. Ifthe sneer of Berlioz may be 
credited, Kreutzer did not appreciate the work very highly, 
for the former said with regard to the dedication: “ // 
faut. convenir que Chommage était bien adressé. Aussi 
le célébre violon ne peut-il jamais se decider a jouer cette 
composition outrageusement inintelligible.” Beethoven’s 
pupil Ferdinand Ries furnishes some information which 
with regard to the history of the sonata is extremely ‘inter- 
esting. “The famous sonata in A minor (Op. 47) with 
violin-concertante, dedicated to Rodolphe Kreutzer of 
Paris,” he writes, “ was originally written for Bridgetower, 
an English artist. In this case matters did not progress 
much better [than with the horn sonata for Punto, the 
finishing of which was put off till the last moment], 
although a large part of the first A//egro was ready 
betimes. Bridgetower pressed him very much, because 
the day of the concert was aiready fixed, and he wished to 
practise his part. One morning Beethoven had me called 
to him as early as five o’clock, and said: ‘Copy me 
quickly this violin-part of the first Adlegro.” The piano 
part was only noted here and there. The wondrously 
beautiful theme with variations in F major, Bridgetower 
had to play at the concert in the Augarten in the morn- 
ing at 8 o’clock, from Beethoven’s own manuscript because 
there was no time for copying. On the other hand, of the 
Allegro in &, A major, both the violin and piano parts were 
beautifully copied as it originally belonged to the first 
sonata (Op. 30) in A major with violin, which is dedicated 
to the Emperor Alexander. Beethoven substituted after- 
wards for it, because he thought it too brilliant for this 
sonata, the variations which are now to be found in it.” 
George Augustus Polgreen Bridgetower, the son of an 
African father and a Polish or German mother, a clever 
violinist, known in: London by the nickname “the 
Abyssinian Prince,” related that the sonata was first 
dedicated to him, but that Beethoven, after a quarrel with 
him, withdrew the dedication. In a note written on his 
copy of the work he mentions also that the composer 
was so delighted with a cadence introduced by him in the 
gth bar of the Preséo, in imitation of the pianoforte cadence 
in the 18th bar, that he embraced him and called out : 
“Once more, my dear fellow.” Czerny, however, states 
that Bridgetower played extravagantly, and was laughed 
at on the occasion of his playing the sonata in question 
with the composer. 

To the master’s high aspirations as a man and artist 
and his noble views of friendship and delight in nature I 
have already alluded in an earlier part of this essay, but 
the reader has also to realise Beethoven as a lover, if he 
wishes fully to understand his Op. 47 and many another 
work. A few extracts from three letters, the address and 
dates of which are unknown," will serve the purpose. 
“ My angel, my all, my I—only a few words to-day, and 
these with a pencil (yours). . . . Why this profound grief 
where necessity speaks—can our love exist otherwise than 
by sacrifices? ... Love demands all, and rightly so, 
thus it is with you as regards me, and with me as regards 





* At any rate, they have been a subject of controversy till quite recently, 
when Peter Neusser, in a publication entitled Deethoven’s unsterdbliche 
Geliebte, proved that the master’s “‘immortal love” was the Countess 





Therese von Brunswick, of Martonvasar in Hungary. 
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you.... You suffer—ah, where I am you are with 
me. . However much you love me, I love you 
more. . . . .On awakening this morning my thoughts 


rushed out to you, my immortal beloved one, now and 
then joyfully, and again sadly, wondering whether Fate 
would grant our prayers. I can only live wholly with you 
or not at all ;.yes, I have resolved to wander about remote 
from you till I may fly into your arms, may call myself 
quite at home by your side, and may send my soul en- 
veloped in yours into the spirit-world. .. . What a long- 
ing full of tears for you, my life, my all! Farewell! Oh, 
continue to love me. Do not misunderstand the truest 
heart of your loving Ludwig! Ever yours, ever mine, 
ever ours!” 
The solemnly opening Adagio sostenuto (A major) is 

of a purely introductory nature. The first two notes of the 

Presto (A minor, @) contain the gist of the whole move- 

ment : out of them as out of a germ almost everything is 

evolved, at least, they are the starting-point for every new 

issue. But can what I designated as the second subject 

be really so called? Is this beautiful cantzlena of a 

heavenly calm not rather a short episode in the restlessly 

active, energetic, strong, glowing, passionate life that 

surrounds it? Do not let us lay this living work of art on 

the Procrustean bed of a dead formula! Beethoven in 

his later works and those that follow him may be said to 

have returned to the pre-Haydn-Mozart form which knew 

of the duality of key—tonic, dominant ; dominant, tonic— 

not of the duality of subject-matter. The likeness, how- 

ever, is one with a difference, with a great difference ; for 

if the moderns mask, modify, or wholly eschew duality of 

subject-matter, they still less confine themselves to unity. 

The 72 bars that precede the 26 bars of the cantz/ena form 

a many-membered but homogeneous structure expressive 

of impatience and passionate pursuit. The 77 bars that 

follow bring evolutions of the first subject, one of them (G 

major, E minor, A minor), tells of increased eagerness, the 

other (E minor) sounds like a song of triumph. But on- 

ward, ever onward, the torrent rushes. This song of 

triumph is the text commented on and exulted over in that 

delirium, the working-out section. “A terrible thing, this 

sonata,” says Pozdnisheff in Tolstoi’s latest novel, ‘‘ above 

“all the opening Presto / and music is a terrible thing 
generally. What is it? Why does it do what it 

does? . . . Music makes me forget my true situation. 

It transports me into a condition not my own. Under the 

influence of music I seem to feel what I do not feel, to 

understand what I do not understand, to be able to do 

what I am not capable of doing. ... Music transports 

‘me immediately into the condition of soul in which the 
composer of the music found himself at the time. My 

soul becomes confounded with his, and with him I pass 

from one state to another. Why so,I cannot say. But 

Beethoven who wrote the ‘ Kreutzer Sonata,’ knew well 

why he found himself in a certain mood.” But further I 

must not quote, for we have no time to discuss the difficult 

zesthetical questions broached by the Count. The second 

movement consists of an Andante con Variazioni (¥F major, 

2). The theme is a lovely, ravishing melody ; it is a love- 

song that cannot leave any heart untouched—its accents 

are so true and winning. The first two variations remain 

on the surface of art and feeling, but the one is piquant 

and playful and the other inexpressibly charming and 

affectionate. The third goes deeper, being of a mellow- 

toned, restrained passionateness. The fourth, a bewitch- 

ing concert of a choir of nightingales, intoxicates one with 

its luxuriant sensuousness. A tranquillising coda forms a 

pleasing close to this division of the work. Superlatively 

lovely as the variations are, they do not stand on the same 

level with the first movement. Also the Finale, a piece 





in the orthodox first-movement form (Presto, A major, 8), 
cannot compare with, has nothing of the Titanic nature 
of, the first Presto, But it is a delightful movement, 
spirited beyond conception. _ It overflows with joyousness 
and youth, and carries you away irresistibly and to your 
infinite gratification. 

The tenth and last sonata for pianoforte and violin, Op. 
96, in G major—the second, third, and fourth movements 
composed in 1812, the whole work for the first time per- 
formed at a party of Prince Lobkowitz’s by Beethoven’s 
pupil the Archduke Rudolph and the French violinist 
Rode in 1813 — was published in July, 1816, its title 
running : Sonate fiir Piano-Forte und Violin. Sr. 
Kaiserl. Hoheit dem durchlauchtigsten Prinzen Rudolph 
von Oesterreich, &¢., &c., &c., in tiefer Ehrfurcht zugecig- 
net von Ludwig van Beethoven. 96tes Werk. Eigenthum 
der Verleger. Wien bei S. A. Steiner und Comp. From Op. 
47 to Op. 96 is a long stride, for Beethoven was always 
advancing. Indeed, we find the style changed and the 
instruments in different relations to each other. There is 
no longer concertation and rivalry ; but a clinging to each 
other, an unselfish devotion. The interweaving of the 
parts which characterises this last development of Beeth- 
oven’s duo style, shows that the two instruments, instead 
of being independent entities, had become a duality form- 
ing an organic unity. As to the ideal contents of the 
sonata—what shall we call this gracious peace, this gentle 
joy, this unspeakable bliss? Is it a reconstruction of the 
golden age or a picture of the Elysian Fields? Surely it 
must be one of the two. The first movement (Ad/egro 
moderato, G major, 3) may be conceived as a dance, but 
one of exquisitely graceful, innocent, loving, and semi- 
ethereal beings. 

First subject (G major). 
Transition (8 bars). 
1 § Second subject (D major—beautiful modulation to B 
flat major). 
\ Conclusion. 
2 Working-out section (a free and airy play with motives 
from the conclusion) with interesting return to 
3 Restatément of the first section (after a few bars G 
major is left for E flat major. The second subject 
appears in G major. What was in B flat major now 
presents itself in E flat, but soon a return is made to 
G major. The coda with its resumption of the first 
subject and unexpected modulations is charming). 


The contemplative, devotional Adagio espressivo (E flat 
major) displays its soothing beauty in the following 
form. 

a, E flat major. 

6, E flat; A flat—B flat major. 

a, E flat. 

6, E flat (ornamented) ; A flat—e flat. It leads into 
The Scherzo (A//egro, G minor, 3), the humour of the first 
two parts of which is chiefly in the pouting, wayward ex- 
pression caused by the accentuation of the third crotchet 
of the bar. In the trio we have again a dance, a Dreher, 
gently gyrating, very graceful, with a dash of primness, 
coyness, shyness, roguishness, and I don’t know what. 

The last movement (Poco Allegretto — afterwards 
changed to Adagio, Allegro, Adagio, and Presto—G 
major 3), which has the variation form, jogs and gambols 
merrily along with a contented happiness that knows not 
of evil and sorrow. But enough! the best of music 
cannot be interpreted by words. 

Looking back on the works we have passed in review, 
we see three of them towering above the rest—Op. 30, 
No. 2, Op. 47, and Op. 96, compositions distinguished by 
different qualities and characters that might be indicated 








September 1, 1890.] 


THE MONTHLY MUSICAL RECORD. 197 





by giving to them the names of Heroic Sonata, Titanic 
(with reference to the first movement) Sonata, and Idyllic 
Sonata. Next to these three in rank are Op. 30, Nos. 1 
and 3, and Op. 23. The superiority of the first-mentioned 
three will hardly be questioned. Others, however, may 
have different opinions as to their respective merits and 
as to the classing of the remaining seven. Of course, I do 
not claim infallibility for my findings, but perhaps I may 
be permitted to throw out the warning to take care that 
the affection instilled by long familiarity, the bias given 
by individual disposition, and the charm imparted by 
association, do not obscure the critical judgment. But 
whatever our disagreements in matters of detail and in 
the comparative appreciation may be, we must be at one 
in the high estimation of these sonatas as a whole, and at 
one in our loyal homage to the mightiest and most illus- 
trious ruler in the domain of instrumental music. 





- >) ITH: ‘ ~ . 
THE PIANOFORTE TEACHER: 
A Collection of Articles intended for Educational purposes, 
CONSISTING OF 
HISTURICAL SKETCHES, ANALYTICAL AND CRITICAL REMARKS, 

ADVIC® AS TO THE SELECTION OF CLASSICAL AND MODERN 
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AN HISTORICAL SKETCH (continued from page 175). 


EVEN more elegance, taste, and refinement appear in 
the pieces of Johann Mattheson. He was born in 1681 
at Hamburg, and died there in 1749. Undoubtedly a 
man of unusual versatility—he was author, composer, 
singer, conductor, diplomat, and excellent linguist—his 
musical works have been strangely overlooked, nay, 
almost forgotten. Mattheson lived for five years with 
Handel in Hamburg, and it cannot be denied that 
there is an unaccountable resemblance between his 
suites and those of Hiindel. The melodies of Mattheson 
are charming, the harmonies are distinguished for purity 
and natural expression, and at the same time we detect 
in his suites a singularly correct characteristic expression 
of the various dances, such as allemandes, sarabandes, 
gigues, xc. This fact may be explained by his giving, 
in his well known work, “Der vollkommene Capell- 
meister,” a precise, although very quaint, descrip- 
tion of the various characters of these dances. 
Of his works for the clavecin we may mention, 
“Sonata pour le Clavecin, dédiée & qui la jouera 
le mieux,’ Hamburg, 1713; “Monument harmonique, 
Douze Suites pour le Clavecin,” Londres, 1714; ‘‘ Die 
musikalische Fingersprache, Fugenwerk,” 1735 and 1737. 
The suite in A is to be found in Pauer’s “Alte Clavier- 
musik ” I., 4; whilst the suites in C moll (minor) and in 
E flat, are included in Pauer’s “ Alte Meister,” No. 37, 
and “ Der junge Classiker ”—Classic Companion (8286). 
A complete new edition of Mattheson’s twelve suites is 
very desirable. Before we take leave of Mattheson, it 
may be interesting to mention his opinion about the form 
of a sonata:—“ Since some years, sonatas for the 
clavecin have been composed with considerable success ; 
but at present they have not yet the right form, and want 
more to de moved, than that ¢Aey move, I mean, they 
aim more at the movement of the fingers, than of the 
heart. But, after all, the astonishment about an 
extraordinary technical cleverness is already a kind of 
excitement, which may even produce envy and jealousy. 





But it ends generally in a sort of patchwork and in 
succeeding clauses, and is not natural.” A contemporary 
and townsman of Mattheson was Georg Philipp Tele- 
mann (1681—1767), a composer whose fertility became 
almost proverbial. For clavecin he wrote “ Fantaisies, 
trois douzaines ” (three dozen) ; six sonatinas, two books 
(Leipzig, 1713); twenty short fugues (Hamburg, 1831) ; 
six concertos, and six suites for clavecin, flauto, and 
violoncello ; six overtures, French, Polish, or amusing 
and Italian (Niirnberg). A fughetta in D is to be found 
in the “Classic Companion.” Of other contemporary 
composers we may mention: Johann Heinrich Buttstedt 
(1666—1727), who lived at Erfurt, and published 
“ Musikalische Clavier-Kunst-. und Vorrathskammer,” 
of which collection a second edition appeared in 1716 
at Leipzig. Franz Xaver Murschhauser (1670—1733 
{1737?|). Born near Strasburg, he died in Munich. A 
very pretty “ Aria pastoralis variata”” is in Pauer’s “ Alte 
Claviermusik” II., 2. Anexcellent executant was Fohann 
Caspar Ferd. Fischer (born 1672, where?), who had 
the appointment as Kapellmeister of the Margrave 
(Markgraf) of Baden. Among other pieces he published 
the collection : “Der musikalische Parnassus,” nine 
partitas ; Augsburg, 1738. Christoph Graupner (1683- 
1760), in his time a very popular composer, published 
eight suites (Darmstadt, 1718), eight suites and one 
partita (1726), “ Monatliche Clavierfriichte” (monthly 
clavecin fruits) (1722), and four partitas, called “ The Four 
Seasons” (1733). Besides these works, he wrote a great 
number of sonatas, concertos which are MS., but belong 
to the Court Library of Hesse-Darmstadt. Georg Gebel 
(sen.), 1685-1750, born at Breslau, composed twenty-four 
concertos. Wz/helm Hieronimus Pachelbel, born 1685 
(according to Fétis, son of Johann Pachelbel), published 
1725 “ Musikalisches Vergniigen, bestehend in einem 
Preludio, Fuga, Fantasia,” for the organ or clavecin. We 
now come to Georg Friedrich Hiindel (1685—1759), of 
whose clavecin works we may say, that true genius shows 
itself even in the lightest forms, and is apparent in the 
most insignificant-looking trifle; and thus we find that 
the suites of Handel, although not finished with the 
unfailing care and the scrupulous neatness we meet with 
in similar works of Sebastian Bach, contain nevertheless 
some—nay, much, very fine, noble, and truly genial 
music. The suites of Handel are never rough or 
uncouth, they are replete with a certain nervous force, 
they exhibit an open and frank feeling, at once invigorat- 
ing and refreshing in its absolute healthiness and the 
entire absence of anything like straining after effect. 
Hindel’s compositions for the clavecin (harpsichord) are 
(in the original editions) “Suites de Piéces pour le 
Clavecin,” one volume, London, 1720; “Suites de 
Piéces,” &c., two volumes, London, 1733; “ Piéces de 
Clavecin,” Amsterdam, 1723; “Six Fugues or Volun- 
taries,’ Op. 3, London, 1735; “Six Concertos for the 
Harpsichord (or organ),” Op. 4, London, 1738. Before we 
proceed to the important works of Sebastian Bach, all 
full of perennial beauty, we may glance at the different 
musical forms employed by the earlier composers. 
Among these forms it is particularly the Sxzte which 
demands attention. The Suite contained some of the 
different dance movements at that time in fashion. Of 
the dances themselves, nothing but the characteristic 
type or expression was retained, for the tune itself was 
not immediately connected with the dance. It was 
considered allowable to increase the number of bars, and 
great attention was bestowed on their working out, 
counterpoint was brought to bear to consolidate and’ 
refine the part-writing. Doubles or Variations were 
introduced to give a certain elegance and brilliancy to 
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the air (aria), and it will be readily understood, how by 
such means the Suite was almost solemnly installed in its 
legitimate office as the exponent of dance music, an 
office which it retained for a long time, indeed the period 
which has been described and the period of Bach and 
Handel and their contemporaries, are intimately con- 
nected with the Suite and its foundation, the old dance 
tunes. No one brought the suite to such perfection as 
Bach and Hiindel (Rameau may also be named as having 
excelled in this form) ; these great composers understood 
how to retain the real typical expression of the dances. 
The most popular old dances were the Allemande, 
Bourrée, Bransle, Chaconne, Courante, Gavotte, Gigue, 
Hornpipe, Passacaglia, Minuet, Passepied, Polonaise, 
Pavin, Rigaudon, Sarabande, and Siciliano. Arranged 
according to time they are: $ time, the Sarabande, 
Chaconne, Courante, Minuet, and Polonaise. The 
Gigue and Siciliano are set in § time. Although we find 
Gigues of Sebastian Bach in common time, the § time is 
the best exponent of a regular typical “jig.” The 
Allemande, Bourrée, Hornpipe, Gavotte, and Rigaudon 
are written in common time. Bach wrote Passacaglias 
in } time, although other composers used for them ? or 
common time. According to character and origin the just- 
mentioned dance measures may be described in the 
following manner: Allemande, a German dance of con- 
siderable life and rich in harmony ; the Bourrée or Horn- 
pipe (they are really identical) is full of a somewhat 
rough expression, with a strong accent and invigorating 
life ; the Bransle was the predecessor of the Polonaise 
and Minuet; it was customary to open balls with a 
Bransle; the Chaconne, Passacaglia, and Sarabande 
were slow and serious dances, often used as themes for 
variations ; the Courante (from courir, to run) has a quick 
and fluent expression ; the Gavotte, a “jumping” dance, 
danced by the Gavots, the inhabitants of Gap; the 
Gigue was the dance used for the performances of the 
rope-dancers; the Minuet, from the Latin minutus, 
small, was the most ceremonious and graceful dance ; 
the Passepied resembles the Minuet, but is generally of a 
more lively and merry character ; the Pavin or Pavane 
is a grave dance, in which the ladies had to spread their 
trains similar to the peacock (fava) spreading its 
feathers; the Polonaise begins the ball, and has a 
dignified, somewhat ceremonious and pompous cha- 
racter ; the Rigaudon (invented by the dancing-master 
Rigaud) is similar to the Bourrée and Hornpipe; the 
Sarabande is even at the present time used in Toledo 
(Spain), where it is performed before the high-altar 
during great religious ceremonies by young men of the 
best families dressed in the old national costume. 

A cursory glance at the old dances is sufficient to 
convince us that they were of the greatest possible im- 
portance to the progress of instrumental, especially of 
clavecin-music. Not only did the various characters 
they respectively possessed lend a peculiar charm to 
their introduction and adaptation- for the cyclical forms 
(sonatas, quartets, symphonies, &c.), but the composer 
learnt by .their means to invent better and more 
fascinating tunes. And thus we perceive that popular 
music becomes a most important ingredient in the charm 
of instrumental music generally—in widening its sphere 
by the simplest and most welcome means, and in con- 
solidating its general usefulness. The Suz¢e is a series 
of dances, introduced by a prelude. The Partita is 
similar to the Suite, but differs in so far as not only 
dances, but also pieces like a scherzo, burlesca, caprice, 
&c., are here represented. 

The Zoccata, whose name is derived from the Italian 
toccare, to touch, is a piece in which a certain passage or 





figure is repeated over and over again, either in the strict 
or free style. The Ricercato, derived from ricercare, to 
seek—is a piece not unlike a prelude. In the Ricercato 
the executant endeavoured to indicate the nature of the 
subjects to be treated afterwards in the principal piece, 
and thus to awaken the attention of the audience to the 
sequel. Another meaning of the Ricercato is—a so-called 
Master or Art-Fugue, in which are included all sorts of 
simple and double counterpoint, inverted movements and 
canonical treatment of the single parts. The Fugue, so 
called from the Italian fuga, the flight, is a composition 
in the strictest style, in which a subject introduced 
through one part is repeated and imitated by the other 
parts in succession, according to certain rules and laws. 
The Symphony (not ‘to be confounded with the form of 
that name used by Haydn, Mozart, and Beethoven, and 
other modern composers) is a kind of overture. Such 
were the forms used by the older composers ; we shall 
see presently that the Sonata is actually a condensed 
Suite. The first movement of the Sonata is represented 
by the allemande or courante, the slow movement by the 
sarabande, the Minuet or Scherzo by the gavotte, 
bourrée, or rigaudon, and the Finale by the gigue. 


STEP Il.—INSTRUCTIVE AND RECREATIVE PIECES. 


Gurlitt, Cornelius. Op. 113.“ Mimosen,” twelve char- 
acteristic pieces. Of this collection—which contains as 
1. Cascade; 2. Babbling Brook; 3. Nocturne; 4. Love 
Song ; 5. Elegy ; 6. Valse noble; 7. Sleepless Night ; 8. 
Summer Hours; 9. Resignation; 10. The Fountain ; 11. 
Funeral March; 12. Barcarolle—it will be only necessary 
to allude to a few, in as much as they are all of the same 
difficulty with regard to technical execution. 

No. 1. “ Cascade” in A flat ; bright and elegant. 

No. 2. “ Babbling Brook” in D flat ; very ingratiating. 

No. 4. “Love Song” in E; expressive and gentle. 

No. 8. “Summer Hours” (Idyl) in A; agreeable and 
euphonious. 

No. 12. “ Barcarolle in E flat ;” an excellent study for 
firm and broken chords. 

Bach, Emanuel. “ Solfeggietto inc minor.” This old 
piece (Emanuel Bach was born in 1714 and died in 1788) 
possesses a wonderful freshness, and will be played with 
pleasure by the student; its proper execution requires 
fluency, brilliancy, and strict keeping in time. 

“Allegro in F minor” (called in England “ The Mill- 
wheel”). <A fresh, vigorous, and animated movement, 
excellent for educational purposes. 

Gurlitt, Cornelius, Op. 104. Twelve short drawing. 
room pieces—also published as “ Fleurs de Salon.” With 
the exception of No. 12, Promenade, the pieces are 
dance tunes, and represent both old and modern (national) 
dances: from the old dance movements we find the 
Gavotte, Minuet, and Polonaise ; whilstthe national dances 
are the Liindler (Styria and Tyrol), Redowa and Polka 
(Bohemia), Mazurka (Poland), Tarantella (Italy), and 
Zapateado (Spain), the Pas burlesque is a universal step. 
The pieces are all melodious, well written and decidedly 
pretty. 

Gurlitt, Cornelius. “ Progressive Sonatinas ” (Second 
Series 13—24) from Clementi’s first sonatina in C up to 
the difficulty of Beethoven’s sonatina, Op. 49, No. 2, 
in G. 

The value of this collection will be recognised by every 
one who wishes for a systematical and sure progress ; 
besides the interest to become acquainted with works 
which have almost been forgotten, is a decided and great 
one. 

No. 13. Sonatina, by Tobias Haslinger, inc. It con- 
sists of a minuet with a.charming natural melody, to 
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which is added a trio in F, which is rhythmically inter- 
esting. An adagio in F requires neatness and a con- 
siderable amount of tone. The concluding rondo in C is 
full of life and cheerful animation. 

No. 14. Sonatina in Cc by J. B. Wanhal (sometimes 
written as Van Hall), a contemporary of Joseph Haydn. 
The first movement, moderato, possesses considerable 
variety ; the andante, as second movement, is of a sing- 
ing and more melodious character, whilst the rondo is 
replete with vivacity and cheerfulness. 

No. 15. Sonatina in F by D. Steibelt (allegro non 
troppo) is fluent, natural, and melodious. The rondo 
(allegretto) possesses a pastoral character, and is remark- 
able for very pretty modulations. 

No. 16. Sonatina in A by Louis Berger (allegretto 
con moto) demands a quiet and steady hand, and great 
attention paid to the legato passages. Its expression is 
decidedly a serene and happy one. The andantino 
grazioso in A minor will be particularly acceptable to 
young students who possess an innate feeling for melody 
and suave harmonies. The concluding moderato, tempo 
di minuetto, requires a certain stately expression. 

No. 17. Sonatina in G by Jacques Schmitt. The 
allegretto moderato is very melodious and agreeable, and 
will give pleasure to the performer. The adagio in D 
must be well sustained, and demands a quiet—some- 
what sedate—expression, whilst the rondo (allegretto), 
a kind of spring song, must be full of mirth and bright- 
ness, 

No. 18. Sonatina in F by Muzio Clementi. The 
first movement (moderato) is natural. fluent, and tolerably 
brilliant. The andante con espressione requires a simple 
and natural expression. The rondo (allegretto non troppo) 
is of a light, elegant, and thoroughly animated char- 
acter. 

No. 19. Sonatina in c by C. Czerny. The first move- 
ment (moderato) is melodious, and the intervening quicker 
figures give it a brilliant character. ‘The second move- 
ment (romanza) although very simple, may yet be per- 
formed in a manner that will make it sound pleasing, 
and even interesting. The rondo requires a neat, tidy, 
correct, and very clear playing. 

No. 20. Soxatina in F by Abbé Joseph Gelinek. The 
allegretto (first movement) is very pleasing and moder- 
ately brilliant. The andante con espressione is simple, 
melodious, and natural. The rondo requires an animated 
and lively expression. 

No. 21. Sonatina in G by A. André. The first move- 
ment, adagio con moto, must be well sustained, and the 
tone ought to be full and rich. The second movement, 
a rondo, is cheerful and highly animated. 

No. 22. Sonatina in G by J. L. Dussek. The allegro 
non troppo is full of firmness, resolution varied by mel- 
‘odious and softer passages. The rondo, in the form of 
a minuet, requires a natural and moderately animated 
performance. 

No. 23. Sonatina in C by J. B. Wanhal. The first 
movement is a theme with four variations. Both theme 
and variations ought to be played quietly and with great 
smoothness. The sonatina ends with a polacca, which 
-demands an accurate accentuation, and a firm yet nowhere 
exaggerated rhythmical expression. 

No. 24. Sonatina in a minor by C. Gurlitt, Op. 168, 
No. 3. The first movement, moderato, possesses a 
charming melody, slightly tinged with a quiet melancholy 
expression. An allegretto scherzando in the major key 
presents a welcome contrast, whilst the concluding 
andantino grazioso enables the performer to exhibit a 
brilliant style of execution. 


Hiinten, F. “Le Bengali.” Rondino in D. A very 














entertaining, bright, and melodious piece. The teacher 
has to insist on the left-hand part being played with 
great accuracy. 

Hiinten, F. “Rondoletto in c” preceded by an intro- 
duction. The rondoletto demands an easy, moderately 
animated expression, and a certain brilliancy for the 
passages in semiquavers. It is a capital piece for per- 
formance at a children’s concert. 

Gurlitt, Cornelius. “Flying Leaves,” twelve pieces, 
Op. 112. The same collection is published under the 
title of “ Fliegende Blitter—Feuilles volantes.” 

1. “Under the Maypole” in E flat. A pastoral song. 


2. “Pantaloon” inc. <A kind of minuet. Very easy 
and short. 
3. “ Rustic Revels” in D. Very bright and animated. 


4. “A Little Study” inc. Short and pleasing. 

5. “In the Highlands” in G. In the style of a Tyrolese 
melody. 

6. “ Ghost Story” in C minor. 
ing. 
7. “First Grief” in C minor. 

8. “ Tarantella” in A minor. 

9. “ Sweet Home” in E flat. 
melody. 

10. “ The Post” in E flat. Bright and spirited. 

11. “The Echo” in E flat. Excellent study for loud 
and immediate soft expression. 

12. “The Tournament” in E. 

Krug, Dietrich, “ Répertoire populaire” (Popular 
Library). Twenty favourite pieces. D. Krug (born in 
1821 at Hamburg, where he died 1880) was a well- 
instructed musician and an excellent teacher. His many 
pieces—mostly written for educational purposes—are all 
finished with care, their harmonization is natural without 
being vulgar, and he is ever anxious to present them in a 
manner that will teach the pupil to employ a good and 
regular fingering. For these reasons Krug’s works have 
obtained a well-deserved popularity, and the teacher may 
with confidence place them in the hands of the pupil. Of 
the twenty pieces we need describe only a few, as they are 
all more or less written in the same style. No. 1. “ Car- 
naval de Venise” with an introduction and three variations. 
This popular air has obtained a world-wide fame through 
the fanciful manner in which it was varied by Paganini, 
and later by the excellent Austrian violinist Ernst. Krug’s 
three variations are so many studies which the pupil will 
learn with pleasure. No. 3. “Last Waltz,” by Weber. This 
melody is zot by Weber, but by Reissiger, and it will be 
good to direct the pupil's attention to the real composer’s 
name. There are also three variations. No. 8. “New 
Annen Polka” by Strauss (father). The ingratiating charm 
of this justly celebrated polka cannot fail to give pleasure. 
No. 11. “Loreley” (Lurline). The melody is by the 
Suabian composer, Silcher (1789—1860). No. 19. “Das 
Alpenhorn.” by Proch (1809—1878). This song was about 
fifty years ago one of the most popular airs, and was 
sung in innumerable concerts and private houses, indeed 
it became by degrees a popular song which may at 
present be heard—with accompaniment of a zither—by 
the Bavarian, Styrian, and Tyrolese girls. 

Lichner, H. Six characteristic pieces. Of these we 
select No. 2, “Scéne de Bal.” The melody seems to have 
been suggested by the “ Carnaval de Venise”—it is quite as 
simple and natural ; the piece is very easy and a good 
study for learning to play from memory. 

Reinecke, Carl. “Fifty-three Children’s Songs,” ar- 
ranged for the pianoforte by the author (8350). The 
popularity of Reinecke’s Children Songs is so great 
that any further remark is unnecessary. In a family 
circle it might give pleasure if one child played the 


Fascinating and pleas- 
A charming melody. 


Brilliant and effective. 
A simple and natural 


Gay and vigorous. 
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Songs in the above arrangement, whilst another sang to 
them. 

Reinecke, Carl. Op. 47. “Three Sonatinas (8349). No. 
I. in C consists of an allegro, 2 time, which is lively and 
fresh ; an andantino in F, 3, exceedingly pretty in its 
natural simplicity ; and a rondo in C, 8, full of life and 
cheerfulness. No. II. in D, allegro moderato, common 
time, has a somewhat martial expression ; the second 
subject, written in the form of a canon, affords an excel- 
lent contrast to the first subject. Minuetto and trio in G 
and C, 3 ; the minuetto is an excellent study for playing 
dotted notes accurately, yet softly, whilst the trio employs 
the left hand in auseful manner. Theme (andantino) with 
four variations in D,?._ Var. 1. employs both hands and 
requires great attention; Var. II. chords to be played 
with smoothness and in the strict legato style; Var. ILI. 
is a canon, in which the left hand has to be up to the 
mark of the right one; Var. IV. (finale) §, isa kind of 
gigue, full of vivacity and cheerfulness. No. III. in B 
flat. Allegro moderato, common time ; the character is 
somewhat grand and majestic, and the entire movement 
demands a full and rich tone. Andante con moto with 
two variations, G minor, §, is expressive of a gentle melan- 
choly ; Var. I. is important for the left hand ; Var. II. in 
G minor, must be played in a singing and harmonious 
manner by the right hand ; Polonaise, B flat 3, is an ex- 
cellent piece for performance. 

Pauer, E. “Three Sonatinas” (8315). No. I., G minor, 
allegretto espressivo, 2, simple and natural. Minuetto 
and trio in G major and minor. The minuetto demands 
a certain fuller treatment opposed to the gentle expression 
of the trio. No. II. A major, common time ; the difference 
between the triplets and semiquaver passages must be a 
well-marked and strict one. Scherzo and trio in A minor 
and F. The scherzo requires smoothness and crispness, 
whilst the staccato passages in the trio.must be given 
with very great accuracy. No. III. G major, allegretto 
grazioso, § ; with moderate and gentle animation, it will 
sound well; Tambourin, allegro vivace, 2, in the old 
French style. 

Pauer, E. “Sonatina” in A major. Moderato, com- 
mon time, demands a moderate and quiet expression ; 
Andante, common time, D major with four variations. 
Var. I. strict legato ; II. staccato ; III. singing and gentle ; 
IV. rather brilliant and animated. Minuetto in A with 
trio in D. The terms of expression have to be well observed 
in order to make the various rhythmical changes easily 
understood. 


STEP III.—INSTRUCTIVE AND RECREATIVE PIECES. 


Gurlitt, Cornelius. ‘Deux Valses Caprices,” Op. 162. 
No. 1. “Beatrice” in A. The performer will find plenty of 
interesting matter in this valse—the first (minor) part 
expresses a slightly melancholy feeling, which is pleasantly 
leavened and brightened by the second part in major. 
The time is but a moderate one, but the execution ought 
to be fluent and easy. 

No. 2. “Rosalind” in B flat, possesses greater fire and 
animation, and is therefore more brilliant. On page 4 
the left hand is expected to do its duty well and bravely, 
and a judicious application of the pedal will do much to 
heighten the effect. 

Potjes, Edouard. Op. 21, “Tllusions de. Jeunesse, 
six morceaux romantiques ” 

No. 1. Sous la fenétre (Under the window) Serenata in 
E. A melodious melody—a kind of song without words, 
The melody ought to be always prominently brought out, 
but any kind of thumping or forcing must be carefully 
avoided. 

No. 2. Danse féerique (Fairy dance) in F ; 


this piece 








requires a light, delicate, and elegant performance ; the 
shakes ought to fall crisp and fresh on our ear, whilst the 
left hand plays distinctly—yet lightly and modestly—the 
supplementing accompaniment. 

No. 3. Dans la Chaumiére (In the cottage), idylle in F. 
This short but agreeable piece, of a pastoral character, 
will gain by a simple, natural, thoroughly unaffected 
expression. 

No. 4. Réve de Bonheur (Dream of happiness) in D flat. 
It is a kind of nocturne, in which the growing animation 
has to be well given in systematic order ; the left hand 
has to perform an important part in the piece, at first even 
and well sustained, on page 3 with augmented fire, and 
on page 4—last line—with exquisite clearness and 
accuracy. 

No. 5. Préére (Prayer) in D; this short melody (it fills 
om page only) demands a ” simple and natural de- 
ivery. 

No. 6. Bonheur ccmmapls (Ample happiness) in E. 
Valse brillante. Bright, pleasantly animated, and full 
of variety. It is a charming piece for the drawing-room. 

Wurm, Marie. “Estera Gavotte” in D. If well, 
accurately, and elegantly performed, this bright and 
agreeable gavotte cannot fail to please ; it is written by a 
well-trained musician, it is well harmonized, and possesses 
a refreshing freedom. 

Reinecke, Cari. “Mazurka” inG minor. Melodious, 
distinguished, and elegant, this piece is particularly 
recommended as a kind of study to learn to play from 


memory. 
Del Valle de Paz, Edgar, Op. 28, I, “ Sérénade 
italienne” in G sharp minor. In order to avoid monotony, 


the peculiar Italian accentuation must not be given with 
exaggerated force. 

Rigaudon, Op. 29, No.5. The Rigaudon, a dance in- 
vented by the French dancing-master Rigaud, is actually 
a kind of bourrée or hornpipe, and requires a strong, 
somewhat rough accent. 

Le Dieta del Bosco; I Fauni e le Driadi, Op. 21. 
Minuetto in G. This piece will become very popular ; its 
melody is pleasing and fascinating, and the whole is de- 
cidedly elegant and full of variety. , 

Pauer, E. “Suite facile” (8316). Prelude, allemande,. 
bourrée, sarabande, gavotte, and gigue. Although this 
easy suite seems to belong to Step II., it will gain by 
being played by more experienced performers. The prelude 
demands a fluent and even style, the allemande a moderate 
animation, the bourrée (hornpipe) a strong decided accent, 
the sarabande a soft and slightly serious expression, the 
gavotte a simple, natural, and elastic style, and the gigue: 
a merry and bright expression. 


POPULAR PIECES, 


Corelli, Arcangelo (1653—1713) (8103). The music of 
this celebrated Italian composer—a contemporary of 
Handel and Bach, Rameau and Couperin, Scarlatti and 
Lully—finds many. admirers in England ; it is a healthy, 
powerful, and natural music, which affords a striking con- 
trast to the music of the present time ; and this collection. 
of popular pieces will be welcomed by those who are fond 
of occupying themselves with the artistic products of the 
17th century. The collection comprises—1. Gavotte in F ; 
2. Adagio in G minor ; 3. Allegro in F; 4. Gigue in G 
minor ; 5. Minuet inC; 6. Vivace in B flat ; 7. Gigue in A; 8. 
Sarabande i in E minor; 9. Allegro in F; 1o. Allegro in c 
minor ; 11. Gavotte in B flat; 12. Folies d’Espagne with 
sixteen variations. Of the twelve pieces Nos. 2, 5, and 
particularly No. 7 will be most admired. There are many 
passages in Corelli’s music which remind us of Handel, 
but this similarity redounds to the honour of Corelli, who. 
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was already twenty-eight years old when Handel was born, 
and died at the time when the great Saxon composer 
wrote his first important works, 


+ (To be continued.) 








THE ORGAN WORKS OF J. S. BACH. 
EDITED By W. T. BEST. 
(Continued from p. 76.) 

VOL. IV. * 


WITH Vol. IV. we reach the Fantasias and Toccatas, 
beginning with No. 19, Fantasia and Fugue in G minor :— 





This work will be found in Peters, Vol. II., No. 4, 
and stands twelfth in the B—G, Vol. XV. It is not 
among the pieces known to Forkel. The fantasia and 
‘fugue were first printed together in the Peters edition, on 
the authority of an old copy in Dr. Griepenkerl’s posses- 
sion, in which the theme of the fugue was indicated as 
belonging to the fantasia. An MS. of the complete work 
in the Royal Library, Berlin, Dr. Rust says is of later 
‘origin ; it came from the collection of Count von Voss. 
Of the fugue some half-dozen MS. copies exist, besides 
one belonging to Pastor Schubring, whose recent death 
musicians will have noticed with regret. Dr. Griepen- 
kerl mentions a copy of the fugue in F minor, which 
appears, with one in G minor, to have been written out by, 
or to have belonged to, Christian F. G. Schwenke (1767— 
1822), cantor and musical director at St. Katherine’s 
‘Church, Hamburg. On one of these a certain would-be 
critic, named Borsch, wrote :—“ The very best pedal 
piece by Herr Johann Sebastian Bach.” Dr. Rust com- 
plains that among the copyists were ever the criticisms of 
the untrustworthy. It may be mentioned that a variant 
of the fugue is printed at the beginning of the Peters 
volume, differing very slightly from the editor’s own text, 
but agreeing here and there with the readings of Dr. Rust 
and Mr. Best. The fugue is assigned to the Céthen 
period, and Spitta is strongly inclined to the idea that 
the prelude was composed on purpose for the visit Bach 
paid to Hamburg in 1820, when he so delighted the 
venerable Reinken with his improvisation on the chorale, 
“ An Wasserfliissen Babylon.” Spitta finds an unmistak- 
able resemblance between the theme of the fugue and 
the fifth sonata of Reinken’s “ Hortus Musicus.” As evi- 
-dence that the fugue was well-known, Mattheson states in 
his “Organisten-Probe,” that the theme, with the 
counter-subject, was given as a test for the candidates for 
an organist’s place in 1725. Mattheson, it appears, was 
‘by no means well-disposed towards Bach, but he says, 
‘“ the theme of the fugue was formerly committed to paper 
by an able hand.” He gives the subject, from which it 
will be seen that Bach afterwards revised it, and, as 
Spitta says, wonderfully improved it by two small alter- 
ations. What these were, the reader will see by comparing 
this extract with the work as it now stands. 


Ex. 70. 


$5S re re earl 


* Augener & Co.’s Edition, No. 9,804. 





The differences in the editions under notice are all 
slight, but must be recorded. The chord at the end of 
b. 2, p. 256, is in six parts, and also the first in the next 
bar ; in Peters, the g, left hand, is omitted. The first note 
of the third beat, b. 3, in Best and the B—G, is d; in 
Peters, ¢. Bar 1,1. 3, last e, treble, Best marks natural ; 
in the others it is flat. In the modulations, pp. 257-8, 
“which almost beat Buxtehude in audacity ” (Spitta), at 
the close of the “chromatic steps” in the pedal, Mr. Best 
(p. 258, 1. 2, b. 2) enharmonically changes the harmonies 
in the last beat. Line 3, b. 2, the g, in the tenor, isa 
dotted crotchet ; in the other editions it is a crotchet 
followed by a quaver rest. In the group of demisemi- 
quavers over the fourth quaver of the next bar, the second 
note is a, in Peters, c. In the second bar, p. 259, the ¢ 
in the second chord is sharp, in Peters, natural ; the first 
note of the third beat, 4, is marked flat, in Peters, natural. 
The B—G agrees with Best in the first two, but leaves the 4 
unmarked. The fantasia ends with the major chord in 
Peters, but the others have the last chord minor. In the 
fugue the first point to notice is the shake over the top 
note, f, p. 263, bars1 and 2. In the variant given in 
Peters, the shake is not marked, and the B—G follows 
that. The last note of the second group, tenor, next bar, 
is d,in Best and the B—G;; a, in Peters. The first bar 
of the next line, and the corresponding passage in Peters, 
p. 24, 1. 4, b. 1, read as under :— 












































The B—G agrees with Best, but the group of semi- 
quavers in the next bar reads d, f, ¢, d, instead of as 
above. Rust says that Griepenkerl borrowed this cadence 


from Borsch. In the last bar of p. 263 will be found this 
divergence from the Peters edition :— 




















B ee -@ ——t a eT ee 
EST. ee —_o———— ei — — amen 
—— os a aos 

ae oe ee t i H : | -@&' 

— 

Sa 

BP ee, — Fo 
Peters 6 = 2S = oe eas —— 
oe ttre ete tse 


Dr. Rust gives the addition in small notes, two of the 
MSS. and the edition of Dr. Marx supporting the read- 
ing. Another emendation due to Marx will be found in 
Best, p. 264, l. 3, b. 1, compared with Peters, p. 25, 





1. 3, b. 1:— 
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Notice that the last note in the extract differs also. The 
improvement lies in the clear entry of the fugue subject. 
The B—G, of course, adopts this reading, but the last 
note in the first bar is g instead of a, treble. A recurrence 
of this will be found in Best, p. 269, 1. 2, b. 4, and Peters, 
p. 28, 1.1, b. 5. The last group, treble, in the third bar, 
p. 265, is g,e natural, d, c, in Best, and g, ¢ natural, c, a 
(above), in Peters. The same page, |. 3, b. 2, shows 
another variance with Peters, p. 26, l. 1, b. 1 :— 

Ex. 74. 
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and there is noc. The next bar again exhibits a different 
reading in the top part :— 
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And so in the next bar, one degree lower, the most 
trustworthy MSS. being the guides. The e in the first 
group, p. 269, 1. 3, b. 3, is natural in Peters. This is 
wrong, as reference to the lower part, b. 3, 1. 1, will show. 
The second note, treble of the next bar, d, is, in Peters, 4, 
another mistake. Page 270, 1. 1, b. 2, the first group, 
middle voice, reads, in Best, 4, ¢c, a, 6, and in Peters 4, ¢, 
6, a, and the third group shows a similar difference, the 
B—G agreeing with Best. And now I feel sure the 
reader will be as glad as I am that the task is over, so far 
as this number is concerned. How long it has taken me 
I shouldn’t like to say ; but, perhaps, I might have spent 
Easter Monday in a worse manner. 

No. 20, Toccata and Fugue in D minor :— 


Ex.77 4 led 84.] 
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Two bars previously the same difference will be found 
These alterations are 
warranted by the majority of the MSS., and are adopted 
in the B—G edition. The second bar of p. 266 shows 
one minute difference, the second note of the second 
group, treble, being 4, and a in Peters. The third bar of 
the second line contains a more important deviation :— 








The small notes are so given in the B—G, but are in- 
corporated in the text of Peters. Dr. Rust says they are 
not included in the best MSS., nor in that of Schubring, 
and gives it as his opinion that they are better omitted in 
performance. ‘Two bars later the same thing occurs 
again. On p. 267, the second bar, middle stave, has 4, d, 
quavers, as the last beat ; in the others there is only the 
note 4,a crotchet. In the first bar of the next line Mr. 
Best indicates when the auxiliary note in the shake should 
be a semitone, or tone above the written note, as the 
harmony changes in the other parts. The second group, 
pedal, in this bar reads, in Peters, ¢, d, c, d, a mistake, as 
shown by the progression in the upper parts in the two 
previous bars. The middle part, bar 2, of next page, 
shows another correction. In Peters the 4 is a minim, 








This is No. 4 in Peters, Vol. IV., and will be found in 
the B—G Vol., p. 267. The date of the work is supposed 
to be the first year (1708) of the Weimar period, when 
Bach gave to the world “the most brilliant concert-pieces 
that exist.” Spitta says the form of the toccata is that of 
Buxtehude; that certain phrases in the fugue resemble 
some in a fugue in G minor (Peters, IV., No. 7), and that 
the figure coming in at bar 137 (Best, p. 287, 1. 2, b. 1) 
made the chief groundwork of an independent clavier 
piece. This I take to be the Fantasia in A minor, which 
will be found in Peters’ edition, No. 215, the passage re- 
ferred to commencing on the last line of page 7. The 
copies Dr. Griepenkerl consulted appear to have been 
derived from one by Drobs ; Dr. Rust had, in addition, a 
MS. belonging to Pastor Schubring. 

The first thing to be observed is the way of writing the 
chord in arpeggio, in the second bar. Peters’ edition has 
it as (a), Rust, following Marx and Schubring, gives it in 
the same way as Best does (4) :— 






































Ped. 
So on the next page; but the indication of tempo is. 


given in parenthesis. In the B—G neither arpeggio nor 
tempo is marked, there being some doubt on the point. 
In the last bar of p. 272 the third group of semiquavers is 
J, &, g, é, and in Peters /, d, e, c sharp, the B—G agreeing 
with Best. A bar later, where the right hand has the 
same passage an octave lower, all the editions have the 
first noticed. Four bars further a passage is given (a) in 
Best and Peters, and (4) in the B—G :— 
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ROMANCE 


for the Pianoforte 
by 
JOHN FRANCIS BARNETT. 
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In the next bar the last chord has, in Peters, an extra 
note, d, at the top, and a pause on the B flat of the 
arpeggio which follows. Both of these appear to be 
errors, corrected in accordance with Schubring and Marx. 
The superscription “ fugue ” also seems to be superfluous, 
according to the same authorities, but few will object to 
that heading being fit and proper. Page 275, l. 2, b. 3, 
‘the third group in the tenor is g, g, d, g,; in the others, all 
the notes are g (broken octaves). In the first bar, p. 277, 
the third beat, second voice, begins with @,; in Peters the 
note is an overlapping crotchet ; in the B—G it is omitted 
altogether, Schubring being for, Marx against. Two bars 
on, the a, second beat, is in Peters a quaver, which 
naturally stands in the way of the repetition of the note. 
The 4 in the last bar, treble, of the second line has, in 
Peters, a double stem. The shakes, p. 281, have the same 
indications mentioned in the previous work. The chord 
in the second bar, p. 287, has, on the manual, ¢ for the 
lowest note, in Peters an additional note below g, and so 
in the B—G. In’the next bar the chord on the third beat 
has five notes, the same in Peters, but in the B—G only 
four, the lower d@ being omitted. The first chord in the 
next bar reads, in Best 4, d, g, 4, in Peters g, d, g, 6, and in 
the chord on the second beat, two bars after, Peters has 
an addition! note, e, making five, against four in Best. 
These deviations seem trivial things to point out, but they 
prove, for one thing, how close has been the study of the 
sources from which the various editions have been pre- 
pared. STEPHEN S. STRATTON. 
(To be continued.) J 








Foreign Correspondence, 


ee eee 
MUSIC IN VIENNA. 


THE proverbial process of making bricks without straw is scarcely 
more difficult than the task of sending musical news of absorb- 
ing interest from here during the present ‘‘ dead season,” when 
everybody, who is anybody, is, very wisely, ruralizing in the 
enchanting environs of the Kaiserstadt. 

The Imperial Opera, however, opened its doors, after a six 
weeks’ ze/dche, more particularly on behalf of the influx of 
“strangers within our gates,’’ with the Aferry lives of 
Windsor with Lola Beeth as probably one of the most 
fascinating interpreters of the part of Frau Fluth that ever 
trod the. boards in Nicolai’s favourite work. Considerable 
applause was also gained by the baritone, Herr Neidel, as 
the Flying Dutchman, and as Telramund in Lohengrin, as 
successor to the still fondly remembered Herr Reichmann. 
Another welcome Gast, Herr Ritter, likewise scored a de- 
cided hit as Nelusco in the A/fricaine. Distinguished aid 
was given by Fraulein von Ehrenstein, Herren Winkelmann, 
Grengg, Von Reichenberg, &c., without mentioning the un- 
surpassed excellence of orchestra, chorus, and mise-en-scene. 
Franz Liszt’s death has been commemorated by a brilliant 
performarice of his St. Elizabeth, with the magnificent stage 
accessories already previously referred to. The novelties to 
be brought out shortly are Die Fliichtlinge, a comic opera 
by Raul Mader, professor at our Conservatorium and maes/ro 
al piano at the Imperial Opera. This is to be followed by 
Manon Lescaut, Dér Barbier von Bagdad, Franchetti’s Asrae/, 
and a grand opera by Johann Strauss, entitled Ritter Pazmann, 
on a Hungarian subject ! 

Pauline Lucca will, after a final (?) farewell as vocalist at 
Frankfort-on-the-Main and Munich, commence her career as a 
teacher—during seven to eight months of each year here, and 
during the rest of the time at her country residence on the 
Traun-See (lake on the Traun), where she intends to build 
a theatre for the special operatic training of her future pupils. 





Millicker’s operetta, Der arme SFonathan, met with a 
most flattering reception at Stuttgart, and the veteran Franz 
von Suppé is writing a new work for production at the Theatre 
**an der Wien,” here. 

The extensive American tour of Eduard Strauss, brother of 
the above famous Johann, with his celebrated band, is 
being attended with signal success, both artistic and financial. 
His return will not take place until December next. Fahrbach, 
the rival conductor of dance music, has likewise met with 
a brilliant reception at the Buen Retiro Garden at Madrid, 
and he has been appointed by Queen Christine Knight of the 
Order of Charles III. 

The eminent violinist, Franz Ondricek, has returned from a 
most successful ¢ournée through Poland, Roumania, Servia, 
Turkey, and Russia. He will play during the next season in 
Austria, Germany, and Sweden, and visit America in the 
autumn of 1891. ‘ 

An improvement of the Janko pianoforte, which is said to 
combine all the advantages of the new and of the old keyboard, 
has been patented by the pianoforte-maker, Rudolf Wilhelm 
Kurka, under the name of the ‘* Kurka-Normalclaviatur.” . A 
new ‘‘ Bowing piano (Streichklavier)” has been exhibited by 
Franz Kihmeyer, of Pressburg, whose ‘‘ Electric bowing lyre”’ 
had created some sensation in Hungary and Austria. The new 
‘* Bowing piano” has the outward appearance and keyboard of 
an ordinary pianoforte, and can be played by any pianist in the 
usual way. It contains the equivalent of ten stringed instru- 
ments, six violins, two tenors, anil two violoncelli. ‘The tone 
of the last-named instrument is said to be particularly full and 
pleasing. A curious fact is, that the inventor is not musically 
educated, and cannot play on his own instruments. _It may be 
added that bowing pianos were already manufactured in the 
17th and 18th centuries, 

The Bozen section of the German-Austrian ‘ Alpen- 
verein” has decided to erect a memorial tablet in the ruins of 
Hauenstein, on .the Schlern, in honour of Oswald von 
Wolkenstein, the last ‘‘ Minnesiinger,” who had Jived, and died 
on the 4th August, 1445, in that lofty forest castle. The unveil- 
ing ceremony will take place at that date this summer. 

Wagner's youthful opera Die Feen is reported to have 
been placed on the list of novelties for production at the German 
Theatre of Prague. No fewer than forty-two operas new to the 
Bohemian capital have been produced on that stage by the 
conductor, Angelo Neumann, within five years. 

Anton Dvorak’s Requiem intended for the next Birmingham 
Festival is said to be completed, with the exception o: the 
orchestration. 

According to statistics to hand, the performances of the 
orchestral band at the celebrated Bohemian watering-place, 
Karlsbad, comprised, during 1289, no less than 2,094 works, 
including 20 symphonies, 19 suites and serenades, 223 over- 
tures, 110 sundry classical works, 200 operatic selections, &c., 
by all the principal composers, from Gluck to Wagner and Liszt. 
Honour to the conductor, August Labitzky, whuse efforis are 
probably unrivalled at similar places of entertainment. 

The celebrated poet and playwright, Eduard Bauernfeld, 
spoken of in my last as one of the few survivors who knew 
Beethoven, and who had followed the great composer to his 
grave, died on the 9th August at Débling, near Vienna. 








OUR MUSIC PAGES. 


MR. BARNETT’S “ Romance in A flat major,” which the 
reader will find on the Music Pages of this month’s 
MUSICAL RECORD, has both the vocal qualities demanded 
by a genuine romance and the instrumental ones desirable. 
in a pianoforte composition. A flowing and expressive 
melodiousness together with an effective presentment 
and treatment of the ideas propounded distinguish this 
piece, which may indeed be numbered with the happiest. 
of the composer’s productions. 
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Rebiews of Hew Music and Pew 
Coitions. 


—— 


Schubert: Album classique pour la jeunesse. Recueil de 
petites piéces des maitres célébres choisies, arrangées 
pour piano d’une maniére facile, et doigtées par 
E. PAUER. (Edition No. 6,007; net, 3s.) 

SCHUBERT has not, like Schumann, written music 

specially for children, but owing to the character of 

the man a great deal of his music is peculiarly suitable 
for the young. Mr. Pauer has laid under contribution 
both the master’s instrumental and vocal compositions. 
‘The Album begins with the Morgengruss (Morning 

Greeting) from the Womens Musicals, then follow several 

of the most popular songs, and after them a theme and a 

minuet from the octet Op. 166, a theme and a variation, 

and four variations on a theme by A. Hiittenbrenner, 
extracts from the A flat major Impromptu, the minuet 
from Op. 78, and four waltzes. In addition to the twenty 
ieces for two hands, there are six for four hands: a 
eroic, a Hungarian, and a military march, two polonaises, 
and a theme with three variations. The volume is got 

up in the attractive style of the preceding albums, with a 

biography and woodcuts. 


Impressions : Quatre Piéces caractéristiques pour piano. 
Op. 29. Par SIGISMOND NoskowskKI. (Edition No. 
8,274; net, 2s.) London: Augener & Co. 

NosKOwSKI has fancy, poetic feeling, and the art of trick- 

ing out piquantly common thoughts when better ones fail 

him. The impressions are Ex Automne, Espitgle, Dumka, 
and Cracovienne gracieuse. The last-mentioned Polish 
dance is the freshest and most vivid of the impressions. 

The pleasing Dumka (an Ukraine folk-song of an elegiac 

nature) wants here and there distinction, Playfulness, 

as the name implies, is of course the subject of Esfiég/e, 
in which Noskowski displays much spirit and fancy. 

The most ambitious and important of the four pieces is 

En Automne, a composition in which a billowing triplet 

figure for the left hand, on which an expressive melody 

-of the right hand floats, plays a prominent part. 


- Vier Klavierstiicke (Four Pianoforte Pieces). Op. 95. 

No.1. By IGNAZ LACHNER. London: Augener & Co. 
No. 1 of Ignaz Lachner’s four pianoforte pieces is en- 
titled An der Quelle (At the Spring), and the music does 
justice to the title. It purls and bubbles and wells, and 
runs right merrily and unweariedly. And along with this 
lively bustle there is a taking melody. The chief merit 
of the piece lies in its natural ease and grace. We may 
add that it is easy. ——— 


L’Automne and L’ Hiver, two waltzes for pianoforte. By 

JOHN FRANCIS BARNETT. London: Augener & Co. 
IN continuation of the first two reviewed last month, we 
have received Nos. 3 and 4—L’Automne and L’Hiver. 
Thus the four seasons are complete. The much-abused 
epithet “characteristic” might have been properly 
applied to these four waltzes, for each of them has a 
character of its own, none, however, a more pronounced 
one than the third, also called “ Rustic Waltz.” But the 
main point lies in this : whatever be their character, they 
lack, each and all, neither elegance nor charm. 





Abendklinge. Nocturno for pianoforte. By F. K1RcH- 
NER. London: Augener & Co. 

HERE is another offspring of the prolific F. Kirchner. 

Not more difficult than his pieces usually are, it surpasses 





the majority of them in prettiness, being sweetly euphon- 
ious and charmingly expressive. 


Scénes de Ballet. Deuxiéme Suite pour deux pianos & 

quatre mains. Par E. DEL VALLE DE Paz. (Edition 

No. 8,649, net, Is.) London: Augener & Co. 
TO-DAY we are concerned only with the first of Signor 
Del Valle de Paz’s Ballet Scenes (Op. 39, No. 1). We 
are at a loss how to describe the nature of the piece, but 
shall perhaps do so most successfully by calling it 
picturesque with a tinge of the grotesque. The composi- 
tion is both interesting and effective. Hence duettists 
will look forward expectantly to the sequel of Bohémienne, 
this being the title of No. 1 of this suite of pieces for two 
players on two pianos. 


Frihlingsgedanken (Spring Fancies). Three pieces. 
Op.9. By EMIL Kreuz. (For violin and piano- 
forte, Edition No. 7,510; net, 2s.; or for viola and 
pianoforte, Edition No. 7,628; net, 2s.) London: 
Augener & Co. . 

“SPRING FANCIES” is not only a beautiful but also an 
exacting title. We think Mr. Kreuz need not regret the 
choice ; no one will miss in these pieces either spring or 
fancies. Matter and style are interesting, and, what is 
more, refined and really attractive. In short, these 
“Spring Fancies” are poetical conceptions. We have 
played them with great pleasure, and are sure that many 
others will do so likewise. The first is a Poco Andante 
with an Allegro non treppo as a contrasting middle 
section, the second a Poco Adagio, and the third an 
Allegro moderato ma con spirito: We shall not attempt 
to transcribe into words the moods and more transient 
feelings—the stirrings of spring in a human heart and 
mind—adumbrated by the composer in his music; nor 
shall we venture to appraise the several pieces and parts 
of the pieces, although our saying that No. 2 and the 
slow portions of No.1 will ingratiate themselves most 
might prove us true prophets. 


Drei Sticke fix Violine und Pianoforte (Op. 28), com- 
ponirt von GUSTAV JENSEN. London: Augener & 
Co. 
OF these three pieces for violin and piano, only the first 
is as yet before us. It is a march, not a common march, 
but a composition in march measure and character 
written in the noble chamber-music style. The first 
section is energetic and rousing, the second (the trio) full 
of tenderness. The latter is the flower of the piece, and 
the poetic perfume it exhales truly delicious. Violinists 
cannot wish a more grateful task, but also pianists are 
not treated in a step-motherly spirit. 


Gavotte Humoristique, pour violon (ou viole) et piano. 
Par W. H. SQUIRE. London: Augener & Co. 

A CATCHINGLY melodious composition, with many har- 

monics, whole parts having to be playedthus. The piece 

is not difficult. For further particulars we refer the curious 

to the music itself. —_— 


Le Commencement de ? Etude : Cinquante exercices pour 
le violon. Livre B. Par FR. HERMANN. (Edition 
No. 5,612 4, net, 1s.) London: Augener & Co. 
THE second half of the fifty elementary exercises, of which 
we reviewed last month the first half, brings into action 
all the four fingers of the left hand, and introduces different 
kinds of bowing, staccato and legato (two, three, four, and 
even six, notes in one stroke), separate and mixed. It 
contains in the appendix chromatic scales and simultaneous 
playing on two strings, and in the body of the work tunes 
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as well as exercises—for instance, Schumann’s Fréhlicher | and soprano, “ The Gates of Rest,” “ Love’s Armour,” and 
Landmann (Merry Peasant), Melodie, Triilleriedchen|“ A Golden Dream.” The first two songs, respectively 
(Humming Song), and So/datenmarsch (Soldiers’ March), | for tenor and soprano, are not without felicities, but neither 
Schubert’s Lod der Thrinen (Praise of Tears), and the | are they without imperfections, the promises of the com- 
Dessauer Marsch. The second violin part, intended for | mencements not being always made good by the con- 
the master, is cleverly contrived and effective. tinuations. We trust that the composer will not dis- 

ee appoint us by his subsequent works ; his Op. 1 is certainly 
Three Songs, with pianoforte accompaniment. Op. 12. | Promising. ——— 


By EMIL Kreuz. (Edition No. 8,846; net, 18.) | Sonos on the River, two-part songs for female voices with 


London : Augener& Co, : ‘ , pianoforte accompaniment. By JoHN AcTON. (Edi- 
MR. KREUZ, who used to cultivate with an especial tion No. 4,059 @ and 4, net, 3d. each.) London: 


affection the romantic and high-poetical, essays now the Augener & Co. 
homely style. He is successful also in this new depar- 
ture (one that ape aS He se dangerous temptations), | greaminess which the words of the first of the “ Songs on 
most of all with No. 2, “ Love is a Dream,” a short strain | jhe River ” ; 

. : , aaah e River” demand :— 
of six bars, which alternately appears in C and in E flat pe ie ; 
major. Next to it we prize No. 1, “Rose Marie,” in “alana Pa ys stream, 
which the rise to d on the second syllable of “asleep ” 7” deena nntainn ill ' 
(p. 3, b. 2) seems to us to sin against the rules of a ratural Equally felicitous are the livelier, breezier strains of the 
declamation. Last in order of merit, as well as in se- | second song or 
quence, although pretty enough in its way, is the humorous Come, come and let us row, 
© Hien aad be Wiende.” O’er the silv’ry waters. 

——— In the blissful state of “ waking, and yet half adream,” 

Standard English Songs. Edited, revised, and the words — te Sest song had ae we were somewhat 

partly rewritten by W. A. BarRETT. Book V. | ¢ isturbed by a progression to which we cannot get recon- 


¥e I - ; ciled—namely, the progression of the vocal parts from 
ogy es TRIAS Oy Oy SY Se the second to the third quaver of b. 2, in 1. 2, of p. 2. 


Mr. ACTON has succeeded in catching the tone of sweet 


THERE has been a long interval between the appearance 
of the fourth and the present book of the “Standard | Vocal Dance Tunes, six three-part songs for female voices 
English Songs.” If doubts as to the continued favour of | with pianoforte accompaniment. By H. HEALE. 
the public have caused Mr. Barrett to hold back the fifth | (Edition Nos. 4,211 and 4,212; net, 4d. each.) 
volume, we can set his mind at ease by assuring him that | London: Augener & Co. 


he cannot be readier to edit than we to receive further | Tig first two of this set of three-part songs for female 


instalments. The book before us contains sixteen songs! voices now before us area pretty Minuet and a no less 


age Rig omg sll Spe me ge seg we | pretty Gavotte, an excellent quality in the,composition of 
ms aan Foc E ctbid cudinaataliog aud oe meg | which is that the interest is fairly divided between the 


“ seh | parts. In the Minuet the voices sing :— 
tion do not disfigure these healthy, unsophisticated pro- | P . 7 





P : : - : | ‘* Hear how the birds, on ev'ry bloomy spray, 
ductions, _Which we will content ourselves with simply With joyous music wake the dawning day, 
enumerating. ‘“ Meet me in the willow glen,” by A. Lee Why sit we mute when early linnets sing, 


(1802—1851) ; “The Woodland Maid,” cd John Addison When warbling Philomel salutes the spring.” 
1765—1844) ; “ A country life is sweet,” by an anonymous ; eating 
a 1700) ; “ hen Pheebus sinketh in the re »| And at the words, “Then sing by turns,” their perform- 
by T. A. Arne (1710—1772) - “ The Soldier’s Dream,” by | 22Ce is in accordance with the words. The Gavotte— 
. . ©] 9 ? Py . . 
Th. Attwood (1767—1838) ; “ The Peace of the Valley,” ‘* Born in yon oxen sky, ' 
by M. W. Balfe (1808—1870) ; “ Ianthe, the Lovely,” by Sweet May |: thy radiant form unfold, 


ohn Barrett (1674—1735) ; “ Fly away, pretty moth” and| has a second section (conformable to a time-honoured 
* Welcome me home,” by Th. Haynes Bayly (1798—1829); | custom), a Musette, a bag-pipe piece, a tune on a drone. 
“Ye tender powers,” by Th. Farmer (Mus. Bac., Cantab., 
1684) ; “The voice of Love,” by James Hook ; “ He loves ; ; : 
and rides away” and “Through the wood,” by Charles | Far Beyond the Sight of Mortals, from “The Promised 


E. Horn (1786—1849) ; “ The Thorn,” by William Shield Land,” a part-song for three female voices with piano- 
(1748—1829) ; “Julia to the wood robin,” by Reginald forte accompaniment. By F. ABT. (Edition No. 
Spofforth (1768—1827) ; and “Isle of Beauty,” by C. S. 13,510; net, 6d.) London: Augener & Co, 


Whitmore. For those who have not the earlier books, | Agr, that adept in the composition of pleasing solo songs 
and do not remember what we said about this publication | and part songs, that rich well—now, alas! dried up—of 
on former occasions, we will add that the accompaniments | popular and yet not vulgar melody, shows himself at his 
are arranged by Dr. Stainer, Dr. Martin, Mr. Henry} best in this chorus. But we may save ourselves the un- 
Gadsby, Mr. A. J. Caldicott. Mr. Burnham Horner, Mr. | necessary trouble of singing his praises; his deeds are 
Joseph Barnby, and the Editor. neither unknown nor unacknowledged. 


; . w i WA 

8 ee Sw a he. Te Deum Laudamus, set to music in the key of F. By 

London : Novello, Ewer, & Co. J. HERBERT STAMMERS. The London Music Pub- 
THE workmanship of these songs differs greatly from that lishing Company. 
of our fashionable drawing-room ballads, and we there- | THIS composition seems to us the result rather of brood- 
fore welcome them. We like best the last four items in| ing than of inspiration. But it is an estimable perform- 
the book—the duet for tenor and baritone, “Land and | ance, and will find friends among those for whom it is 
Sea,” and the songs, respectively for contralto, baritone, | intended. ; 
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a 
ITALIAN OPERA AT COVENT GARDEN 


Yer another opera has been added to the extensive répertotre of 
the Italian Opera (so- -called) at Covent Garden, viz., Ambroise 
Thomas’s Hamlet, given in French, with Mesdames Melba and 
Richard and MM. Lassalle and Isnardon as chief interpreters, 
making no less than eighteen lyric works brought out during the 
present summer season. Why some connaisseurs should com- 
plain of the sombre music set to Shakespeare’s tragedy is not 
very intelligible: as if so essentially gloomy a subject could be 
appropriately treated with light and sparkling tunes. Consider- 
ing the fact that this elaborate work was heard only on one 
evening, the all-round performance was remarkably complete, 
that is, apart from the truly merciless mutilation inflicted upon 
the score itself, with numerous telling and important passages 
and the entire last act (as in the case of the unfortunate 7¢// and 
the Huguenots) ruthlessly cut away. 

The season closed with a representation of Bizet’s Carmen, 
for the first time—nominally—in French, but, as a matter of 
fact, in what seemed a medley of French, Italian, and English, 
in the case of the chorus. Volapuk may perhaps take the place 
of such cosmopolitan farrago at some future date. The an- 
nounced constellation of four special favourites was unluckily 
disturbed by the substitution of Miss Pinkert for Madame 
Melba, kept away by indisposition, in the part of Micaela ; 
Mile. Zelie de Lussan (Carmen), Jean de Reszke (Don José), and 
Lassalle (Escamillo) only appearing according to ‘promise, » 
shortcoming for which another constellation, to wit: the « 
ternate turn of the three chefs dorchestre, Signori Mancinei:., 
Bevignani, and Randegger at the conductor's desk, scarcely 
offered that kind of warietas guid delectat, homogeneity of 
purpose and execution being, of course, one of the primary 
essentials to a perfect artistic result. j. B K. 








Musical Potes. 


—_>—_ 


A reprise of Reyer’s Sigurd and the production of the 
same composer’s Sa/ammdé rank first in the plans of the 
directors of the Paris Opéra. The parts in the latter 
work are distributed thus : Salammb6, Mme. Rose Caron ; 
Matho, M. Duc ; Amilcar, M. Lassalle ; Le grand-prétre 
de Tanit, M. Vergnet; Nar Havas, M. Delmas; and 
Spendius, M. Melchissédec. 

VERDHURT has accepted for performance at the Eden 
Théatre (Paris) an opera founded on Zola’s novel “ Le 
Réve.” The librettists are Zola and Gallet, the composer 
is Bruneau. 

AbOUT the middle of last month there was produced 
at the Menus-Plaisirs a new one-act operetta by L. Reab 
(the author of the words) and Hervé (the composer). 
The title is : Les Bagatelles de la porte. 

THE Société des Grandes Auditions Musicales intends 
to produce about October a part of Berlioz’s Za Prise de 
Troie. The rehearsals will begin early in September. 

SAINT-SAENS, after staying for some time at Dieppe, 
has now settled down at Saint-Germain. He is busy with 
something, but with what? One says, with a new opera ; 
another, with a history of music ; and a third, with a 
volume of poetry. Indeed, this third is so well- informed 

(?) as to add that the composer hopes to publish it 
ron 

THE direction of the municipal theatres of Nantes has 
decided to mount next winter Wagner’s Lohengrin. This 
event will mark an epoch in the musical history of France. 
It would seem that the provinces now take the lead in the 
country where Paris once ruled tyrannically. 

REYER’S Salammbé will be produced at the Rouen 
Grand-Théatre on the 15th of October. 





STOUMON and Calabresi, the directors of the Brussels 
La Monnaie, intend to reopen the theatre with Gounod’s 
Faust. Wagner’s Siegfried is in contemplation. Among 
the principal engagements they have made we notice 
Mmes. de Nuovina, Sanderson, Nardi, Paulin-Archain- 
band, Carrére, and Wolff; the tenors Lafarge, Dupevron, 
Delmas, and Froment ; the baritones Bouvet and Badiali ; 
and the basses Vérin, Sentein, and Chapuis. 

ANTWERP is to have a Flemish opera. Of works by 
native composers to be performed we hear mentioned : 
Charlotte Corday, The Pacification. of Ghent, and Gur- 
laughi, by Peter Benoit; Pavisina and The Maid of 
Parma, by Gittens and Keurvels ; Philippine of Flanders, 
by D. Delcroix and L. van Gheluwe ; S¢e//a, by N. de 
Thiére and H. Waelput; and K arel van "Gelder, by 
Gittens and Benoit. 

FROM the beginning of this year up to the end of 
July, there were given at the Berlin Court Opera-house 
147 representations of 39 works by 19 composers—35 
representations of works by Wagner, 28 by Verdi, 14 by 
Mozart and Meyerbeer, 7 by Bizet, 5 by Nicolai, Nessler, 
Beethoven, Weber, and Hofmann. The novelties brought 
out during this period were Verdi’s Othel/o and Rein- 
thaler’s Kathchen von Heilbronn, The first novelty of the 
next season will be Bronsart’s Aarne. 

AT Kroll’s Theatre (Berlin) the performances are this 
summer especially remarkable by the stars that make 
\éir appearance there as “ guests.” One of the last is 

“ae tenor Van Dyck. 

THE Vienna Court Opera-house was reopened on 
the 2oth of July, those of Munich and Dresden on the 
3 Ist. 

JOHANN STRAUSS's latest work, Ritter Pazmann, is to 
be produced at the Vienna Court Opera-house on the 
19th of November, the Empress’s birthday. Rumour 
goes that the production of the much-talked-of Cavalleria 
rustica by Mascagni is likewise in contemplation. 

THE Vienna Festival of German Singers (male voices) 
has been a very great success. The first concert took 
place before an audience of more than 20,090 persons on 
Saturday, the 16th of August. Among the items of the pro- 
gramme were Beethoven’s “‘ Egmont Overture,” Schubert’s 
“ Herr unser Gott, erhére unser Flehen,” Weber’s Prayer, 
and “ Die Wacht am Rhein.” The number of singers is 
stated differently. According to one reporter, it was 
8,000, according to others more or less. Kremser con- 
ducted this immense vocal mass. 

THE anniversary of Liszt’s death was celebrated at 
Vienna by a stage performance of the master’s Sz 
Elizabeth, 

THE weekly summer concerts at the Giirzenich, under 
Franz Wiillner’s direction, are a feature of the Cologne 
musical life which othez towns would do well to imitate. 
The best old works may there be heard, and many new 
ones too—for instance, August Klughardt’s concert-over- 
ture, Frank van der Stucken’s music to Shakespegre’s 
Tempest, Koch’s symphonic fugue, &c. Solo-playing 
was likewise well-represented by the pianists Pauer, 
Eibenschiitz, Hedwig Meyer, Dr. Neitzel, and Seiss, and 
the violoncellist Johannes Smith. 

WAGNER’S early opera Die Feen will be heard at Prague 
in October. 

A TABLET has been placed on the house at Wiirzburg 
(5, Huebergasse), where Wagner lived in 1833, and com- 
posed Die Feen. 

DURING the year 1889 the Berlin piano-manufacturers 
made no less than 3,000 cottage and grand pianos. It 
seems that the export to South America has greatly 
increased. 

AT Warmbrunn a monument has been erected on the 
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grave of Adolph Henselt. On a pedestal of dark Silesian 
marble rests a white cross with a lyre embraced by an 
angel strewing flowers. 


IN Goethe’s library has been found a case containing, 
along with works of the great masters, exercises in har- 
mony and arrangements of pieces in the poet’s own hand. 
According to Hofrath Ruland, Goethe studied harmony 
seriously at Leipzig, bought a collection of Italian church 
and operatic music, procured himself manuscript com- 
positions by Bach, and arranged organ compositions by 
that master for string quartet. 


THE receipts at each of the Oberammergau per- 
formances reach the handsome figure of 22,000 marks 
or £1,100. 

CARLOS GOMES, whose new opera Gadériella will next 
winter be produced at the Milan La Scala, has finished 
two other operas, Murena and J/ Cavalier bizsarro, and 
is engaged on a third, Vanda. A new opera, Andrea del 
Sarto, by Serravalli will be produced next season at the 
Turin Carignano Theatre. Other Italian operas lately 
finished are Manon Lescaut by Puccini, L’lmperatrice 
pos Balcani by Sarno, and an as yet unnamed one by 

izzi. 

IT is said that Sozogno, the publisher of Mascagni’s 
Cavalleria rustica, has sold as many as 3,000 copies of 
the score of that work. 

SIGNOR ITALO PIAzzA has published an_historico- 
critical essay on the flute, ‘‘ Dissertazione storica-critica 
sul Flauto ;” Signor A. Bertolotti, an interesting book en- 
titled “ Musici alla Corte dei Gonzaga in Mantova dal 
secolo XV. al XVIII. : Notizie e documenti raccolti negli 
archivi mantovani ;” and M. Auguste Tolbeque, “ Quelques 
Considérations sur la Lutherie.” 

AT Rome died the promising operatic composer 
Antonio Leonardi, who made himself known by his opera 
La Peri; at Cologne, the pianist Marie Heckmann- 
Hartwig, the wife of the well-known quartet-leader. 

Mr. FREEMAN THOMAS resumed his Promenade Con- 
certs at Covent Garden on Saturday the 9th. On the 
following Wednesday there.was a partly classical night, the 
chief item of the programme being Dvordk’s symphony 
in D, Op. 60. Mme. Marie Roze, Mme. Belle Cole, and 
Mr. Watkin, were the soloists. At the concert of August 
2oth Herr Friedheim played Beethoven’s E flat major 
concerto. The dc¢on, as in former seasons, is wielded by 
Mr. Gwyllym Crowe. A new departure has been made 
by the resolution to play every Saturday a symphony. 

THE principal items in the programme of the twenty- 


third triennial Norwich Musical Festival are as follows : 


October 14, Hindel’s Fudas Maccabeus; October 15, 
Dr. C. H. H. Parry’s L’Adlegro e il Penseroso (in the 
morning), and Dr. A. C. Mackenzie’s Prelude and 
Entr’actes to the Bride of Lammermoor, and the Dream 
of Fubal (in the evening); October 16, Sir Arthur Sulli- 
van’s Martyr of Antioch (in the morning), Mr. Hamish 
MacCunn’s Shzp of the Fiend, and Mr. Edward German’s 
overture to Richard ///. (in the evening); October 17, 
Mendelssohn’s E/zjah (in the morning), and the second 
act of Wagner’ Flying Dutchman (in the evening). Mr. 
Alberto Randegger is the conductor of the festival, but 
Sir Arthur Sullivan, Dr. A. C. Mackenzie, and Dr. Parry 
conduct their own works. Of the vocalists we will 
mention Mme. Nordica, Miss MacIntyre, Miss Liza 
Lehmann, Miss Marian Mackenzie, Miss Grace Damian, 
Messrs. Edward Lloyd, Maldwyn Humphreys, Ben 
Davis, Georg Henschel, F. Novara, and Alexander Marsh. 
Miss Julia Neilson has undertaken to recite in the 
Dream of Fubal. 





THE preliminary programme issued by the Committee 
of the Bristol Musical Festival, which will take place in 
October, comprises Dr. C. H. H. Parry’s Judith, Sir 
Arthur Sullivan’s Golden Legend, and the Messiah, 
Elijah, and Redemption. 
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Mutt, KRUZ. 


TWENTY SONGS, 


WITH ENGLISH AND GERMAN WORDS. s. d. 


88492 FOUR SONGS FOR A TENOR VOICE. Op.1 .. net 1 — 
1. I See on the Far Horizon (Am fernen Horizonte). 
2. Must I then die now (Jung sterben). 
3. Lassie with the Rosy Lips (Madchen mit dem rothen 
Miindchen). 
4- Nay, I will never tell it (Vorsatz). 
8849 FOUR SONGS FOR A SOPRANO VOICE. Op.2_ net 1 
1. Oh Holy Art (An die Kunst). 
2. When two that loved must sever (Wenn zwei von einander 
scheiden). 
3. Last night as I lay sleeping (Ich hab die Nacht getriiumet). 
4. The Swallow sings his Evening Ditty (Abendfriede). 
8349¢ —— SONGS FOR A SOPRANO OR TENOR VOICE. 
¥? ‘ae a 


net 1 — 








. Eppie Adair (O siiss Vielliebchen !). 

. O were my love yon lilac fair 1O wiir’ mein Lieb !). 

. Slumber Song (Schlaf, du liebes Kind). 

4. Love Confessed (Dass du mich liebst, das wusst’ ich), 


8849@¢ FOUR SONGS FOR A SOPRANO OR TENOR VOICE. 
Oo 


p-4.-- +s ee +e +e +s +e net 1 - 
1x. An Old Story (Ein Jiingling liebt ein Madchen). 
2. ‘Vhe True Kiss (Sie sagen wohl ein Kuss sei Scherz). 
3. Spring Night (Friihlingsnacht). 
4. Greetings (Sag, ich liess sie griissen), 
8849¢ FOUR SONGS FOR BARITONE OR MEZZO- 
SOPRANO. Op. 6 eo os a ‘a -. Met 1- 
1. Mill Wheel (Das Mithlrad). 
2. Joy after Storm (Nach dem Gewitter). 
3. There came a Frost in the Spring (Kein Gliick noch Stern). 
4. The Three Lovers (Der Wirthin ‘Téchterlein), 
FULL MUSIC SIZE. 
Sleep, my heart's delight (Schlaf, du liebes Kind). Slumber 
Song. Op. 3, No. 3. f : 
No. rinF; No. 2in& flat; No. 3inp; No. ginc,each 4 - 
Two Songs, with Violin Obbligato. Op. 8 :- 
1. To the Evening Star (An den Abendstern) .. «* ax. 
2. Soft! Roving Wind! (Still, lieber Wind) .. - - 4 


wn 


‘© No fewer than 20 songs, disposed in five books, by Mr. Emil Kreuz, 
the clever viola player, are issued by the same firm. In these it is 
agreeable to observe that the composer’s mood becomes brighter as he goes 
on, and that the influence of the * Weltschmerz,’ which is a sign of so much 
youthful work of promise, is gradually cast off. Even in the first book, the 
composer's ‘Op. 1,’ great originality is shown, and such a song as ‘* Jung 
sterben,’ translated as * Must I then die now?’ is a proof of the earnestness 
of intention which marks a tho:ough musician. In the selection of his 
words Mr. Kreuz has not always been very fortunate: thus in the second 
book a setting of ‘An die Musik,’ though containing passages worthy of 
attention, cannot produce its full impression because of Schubert’s immortal 
setting of the same words. ‘ Abendfriede,’ in this book, is very effective, 
though it is a song which players will like better than singers. ‘The ‘ Slumber 
Song,’ in the third book, is perhaps the best of the whole series ; its subject 
is beautifully smooth, and though it is not very easy to sing. it is not un- 
grateful. If it were not for Schumann’s ‘ Friihlingsnacht,’ the setting of the 
same words in the fourth volume would deserve unqualified praise for its 
careful attention to the meaning of the poem, and its ncte of genuine passion. 
The song that follows this, ‘Greetings,’ is extremely pretty, and has the naive 
grace of a folk-song. ‘ The Millwheel’ is most effective of the last series ; the 
setting of the plaintive ‘ Der Wirthin Téchterlein’ is well con eived, but the 
three different varieties of love felt for the dead maiden by the students are not 
differentiated clearly enough. As a whole, however, the songs deserve 
attention, for they show very decided talent, if not actual genius.”— 
The Times, July 21st, 1890. 
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AUGENER’S 
Educational Catalogue 


VOCAL AND INSTRUMENTAL MUSIC, 
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INSTRUCTION BOOKS, EXERCISES, STUDIES, 
ELEMENTARY WORKS 
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NEW CATALOGUE. 
INSTRUCTIVE PIANOFORTE WORKS BY 


CORNELIUS GURLITT. 


Arranged in progressive order in such a manner that the degree of 
difficulty of each piece can be seen at a glance. 
CONTAINING !— 

PREPARATORY STAGE. (Quire ELEMENTARY.) 

A.—Pianoforte Solos (in Treble Clef only). 
B.—Pianoforte Duets. (Pupii's Part in the Treble Clef only.) 
C.—Pianoforte Duets. (Pupil’s Part in the Bass Clef only.) 
FIRST STEP. (Very Easy.) . 
Up to the degree of difficulty of Clementi’s Sonatina No. 1, in C major. 
A.—Pianoforte Solos. 
B.—Pianoforte Duets. 
SECOND STEP. (Easy.) 
Up to the degree of difficulty of ~_ “jie EN, Op. - 9 No. 2, Sonata in G major ( Pauer’s 
‘on, No, 29). 
A.—Pianoforte Solos. 
B.—Pianoforte Duets. 
C.—Pianoforte, Six hands. 
THIRD STEP. (Moperartecy Dirricutt.) 
Up to the degree of difficulty of Beethoven's Sonata in F minor, Op. 2, No. 1. 
FOURTH STEP. (Dirricutr.) 
About the degree of Beethoven's Sonata in C (Waldstein, Op. 53), 
London: AUGENER & CO., 


School Department, 86, Newgate Street, E.C.; and 
. Foubert’s Place, W. 








VIOLIN STUDIES. 


C COURVOISIER. VIOLIN SCHOOL. 


76008 I, Elementary. First bowing Exercises, &c. st position 5 me 

76006 _~—s II. —e~ A=! Ornaments and special Bowing a 
— see we ie wn és . 5S 

7600c III, Study c of the Other Positions ... 


“mee 
L’ECOLE DE LA vauociré. 

7603a Cah. I. Exercices de doigts 1 6 

76036 Cah. II. Etudes des Gammes Soirvivled, . lihilesa- dieu a 

7603¢ Cah. a. 13 Etudes, rre position... Di ae ee 

76034 => 13 Etudes mélodiques nee Be 2— 

7603 ¥. xercices sans aux ove oes _2= 


R. HERMANN. 80 ETUDES SPECIALES 
(SPEZIAL-ETUDEN) pour le VIOLON, avec 2nd VIOLON. 











Op. 24) :— 

5613 Part I.—30 Etudes dans la rre position (trés faciles) ... net 2— 

7606 Part II.—25 Etudes dans la rre, ade, et - position (faciles)net 2 6 

7606a-c _ Thesame in 3 Books ... oe eachnet 1 — 

5615 Part III].—25 Etudes dans la gme jusqu a * om position 
difficulté moderée) ... «oo mee 6 

5615ad The same in 2 Books... ie each net 1 6 


(The same work is done for Violin Solo at from 1s. to 1s. 6a. per Book.) 


“In the way of studies, we are able to recommend Hermann’s ‘ftudes Spéciales, 
and Courvoisier’s ‘Méthode de Violon.” T — are most excellent. Messrs, Augener’s 
vocal music is hardly than 1, but with it we must take 
another opportunity of dealing.”"—7 he Daily elecragh January 4, 1890. 

“The concluding instalments of the ‘methods’ of Fr. Hermann and C. Courvoisier 
have been issued by the same firm. The former consists of a number of special studies 
intended to illustrate different points of technique, the latter i is merely a collection of pro- 

ive exercises ; each is decidedly valuable in its way.”—7Ae Times, February 15, 1890. 











fi RACED ARIAN (THE) IN PIANOFORTE 


PLAYING. —Elementary Pianoforte School, arranged in easy steps 
leading from the first beginning up to the degree of ‘difficulty in Clementi’s 
1st Sonatina in c :— 


Part I. 17 Melodious Pianoforte Duets. The Treble (for £ s. d. 
the Pupil) within the compass of five notes, scemamed 
only used; norests ... om ne ‘ ow O 4 0 


Part II. 10 Melodious Pianoforte Duets. The Bass (for 
the Pupil) within the compass of five notes. Duets 
1 to 6, only crotchets and no rests. Duets 7 to 10, semi- 
breves, minims, and crotchets used.. a owe © 4 0 


Part III. Introduction to the Rudiments of Music. ” Dally 
Exercises, Duets within the compass of five notes of 
different value, 4 Airs and Melodies (in ng Treble - 
only) on A ooo tie ees °o 40 


Part IV. Daily Santon, - vaeeeias peat Airs and 
Melodies ooo ove -m © 4 0 


Part V. Daily Exercises, Variations, Airs, Pieces, &c., 
leading up to the “om of esaned of Clementi’s rst 
Sonatinainc ... on ove a a & @ ¢@ 


London: AUGENER & CO., Newgate Street and Foubert’s Place. 





NEW RE-ARRANGED EDITION. 


_— SCHOOL for the PIANOFORTE, 
Selected, Arranged, Revised, and Fingered by E. PAUER. 


First Step. 


Book I, Elementary Principles and Rules of Music ; 13 very easy Studies 
in c major; ro Very Easy Pieces ; 9 National Airs inc major (Treble 
clef only). 


Book II. 19 Studies and Scale Exercises; 5 Very Easy Pieces; 12 
Popular National Melodies. 


Book III. Exercises for gaining Velocity; Melodious Pieces; Italian, 
rman, Russian, and French Airs, all in the Treble Clef. 


Book IV. Exercises for gaining Velocity ; Tuneful pieces by Gurlitt and 
aa ; 8 National Airs in c major and A minor (introducing the Bass 
cle 


Second Step. 


ate V. 24 Preparatory Exercises; Studies of Velocity ; Six Easy Pieces 
by Miiller, Volkmann, and Reinecke ; Old Dances by Corelli 
and J. S. Bach. 


Book VI. Exercises for acquiring Velocity; Melodious Pieces by Haydn 
and Volkmann; Old Dances by Gluck, Handel, Purcell, Lully, &c. 


Book VII. Exercises for noudising Velocity; Easy Lessons by Volkmann 
and Gurlitt ; Musettes by J. S. Bach and Montéclair ; ; Passecailles by 
Handel and Gervais. 

Third Step. 


Book VIII. Shake Studies by Pauer, Loeschhorn, A. Schmitt; Arpeggio 
Exercises ; Easy Pieces by Gurlitt, Beethoven, and Schumann’; Classical 
Dances by Mozart, Clementi, Marschner, and Mendelssohn. 


Boox IX. Studies by Pauer ; Arpeggio Studies ; Pieces by Gurlitt, Pauer, 
and Gade ; Classical Dances by Sacue and Czerny. 


Book X. Studies ; Pieces by Beethoven, Diabelli, Schumann, and Hummel ; 
Classical Dances by Mozart, Beethoven, and "Schubert. 


Fourth Step. 


‘Book XI. Daily Practice by Gamer; Pieces by Handel, Bach, Dussek, 


Jensen, Clementi, and Gade. 


Boox XII. Studies by Handel and C. P. E. Bach; Pieces by Clementi, 
Jensen, and Kirchner. 


Boox XIII. Pieces by Kirnberger, C. P. E. Bach, Schubert, Reinecke, 
and Moszkowski. 
Price 4s. each Book. 


AUGENER & CO., 86, Newgate Street, E.C. ; and only West End 
‘Ad ess, 1, Foubert’s Place, Ww. 





URLITT’S POLULAR PIANOFORTE 


The Elements of Music, eisitinae ie finger Exercises, The Scales, 
6 Melodious and Easy Duets, 20 Popular Melodies and Pieces in ¢ 
a land A minor, Exercises in Double Notes, Scale Exercises i inG 
major, & minor, F major and D minor, 27 Popular Melodies in ¢, G, F, 
and E major, and D minor, Grace Notes or Ornaments, Arpeggios, the 

major and minor scales, 15 Popular Melodies in various keys. 

80 Folio Pages.. 
Complete, in paper cover, 5s..; bound in boards 6s. 
AUGENER & CO. Sole Addresses :—86, sees Street, E.C., and 
1, Foubert’s Place (opposite Conduit Street), W., London. 
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Second Edition. 


Its Theory and Practice. 
BY 
EBENEZER PROUT, 
Professor of Harmony and Composition at the Koyal Academy of Music, &c. 
Bound, net, 5s. 


(The First Edition was sold in Three Months.) 


‘*In a review of the present kind we cannot offer critical remarks upon the subject as 
presented by the accomplished author. Such a task would require the space of a long 
article. Nor can we consider the objections which theorists have raised against certain 

of Mr. Prout’s principles and statements. Enough here that every chapter has its 

contents laid out with the utmost clearness anc 
masters, which show an exceptionally wide range of reading and observation. With 
regard to disputed matters, it may be said that the student who masters Mr. Prout's 
book will be ina very good condition to judge for himself."—T7he Daily Telegraph, 
January 4, 1890. 


fortified by examples from gat 


J. 


ORGAN MUSIC. 
AUGENER’S EDITION. 


S. BACH’S ORGAN WORKS. In Single 


Numbers. Edited by W. T. Best. (Oblong folio), £, :— 
First Series. The great Preludes and Fugues, edited by Net. 

W. T. Best. (Sing! nell S$. ae} 
9821 No. 1, in c major ee Pe oes “ eee ar at | 
9822 2, in G minor ° “ ee eee ee . o & 6 
9823 3) in D major - . “a ” - . a } 
9824 4,in Eminor. ... ° ee ee ~ 2 6 
9825 5, in F minor * ove ie “ » 2 6 
9826 6, in G major - “ “ - 2 6 
9827 7,in C major a . “a - o rt 6 
9828 8,inAminor .. ° ee “ » & 6 
9829 9,inDminor .. ° - ee « 2s 
9830 10, in G major o eos 0 wo @-@ 
9331 11, in C minor ° eee ° - t 6 
9832 12, in E flat (St. Ann’s tune) ™ = . o 3 6 
9833 13, in c major ae - oe w &@ & 
9834 14, in c minor o ° * * «a 3 © 
9835 15, im A major ss ose . eo eee oo 3B 6 
9836 16, in B minor * a °° eee . wo 8 6 
9337 17, in c minor . oe . on oe we I 6 
9838 18,inE minor... . eee ose ° “ «os 3 6 

Seconp Series. The Great Toccatas and Fugues, &c. 

Edited by W. T. Best :— 
9839 =‘ Fantasia and Fugue in G minor ° “ eo 2— 
9840 ‘Toccata and Fugue in p minor me a ts 2— 
9841 Toccata and Fugue in E major * - “ 2— 
9842 Toccata and Fugue in c major a a 2— 
9843 Toccata and Fugue in F major * “ - ~~ 2— 
9844 Toccata and Fugue in p minor a‘ ave 2— 
9845 Passacaglia in c minor ww 2— 


“*Mr. Best's edition of Bach's ‘Organ Works’ goes bravely on. We have Nos. 17 
and 18 of the great Preludes and Fu; ues, and Nos, 7~ to 24 of the miscellaneous com- 
positions, including the Toccatas and Fugues in C, E, F, and D minor, and the Fantasia 
and Fugue in G minor. All these are carefully, though hot redundantly, ‘fingered’ by 
the eminent Lipa os organist, and turned out in excellent style."—7he Daily Tele- 


rapt, ¢ Mr Ww: rt 

Best’s edition of the great organ works of J. S. Bach we have not 
ee A. speak in detail ; many of the deviations from the best texts are made with the 
evident intention of rendering the player's task easier by means of simplifying the 
method of writing the notes. ie new Seager will have more value for the performer 
than for the student of fugal structure. . » Inthe matter of clearness to the reader— 
a detail of greater importance to organists than to any class of musicians—this edition 
is undoubtedly the most satisfactory in existence."—T7Ae Times, February 15, 1890. 


C 





ECILIA. A Collection of Organ Pieces in 


diverse styles. Edited by W. T. BEST :— Net. 
8735 Book XXXV. Elégie, | Lefébure-Wély ; Fantasia and s. d, 
Fugue, c minor, by Joh. Schneider me ae wo I 
8736 Book XXXV Capriccio alla Sonata, » Fumagalli ; 
Sn on an Original Theme, at major, by 
_ ose . I 
5837 Book XXXVII. Fugue (Art of Fugue), by Bach; Varia- 
tions on an Original Theme, a major, by Ad. "Hesse ; 
Christmas Pastorale, by W. T. Best ., I— 
5838 Book XXXVIII. Fugue, c major, by ” i. Krebs; 
Andante religioso, by Francesco Sangalli; Prelude and 
Fugue, c minor, by Samuel Wesley ... vee oo I= 
5839 Book XXXIX. Concert Fantasia on Old “En —_ Airs, 
by W. T. Best ; Fugue in G major, by Samuel Wesley ... 1 — 
5840 Book XL. arcia i Processione, by Enrico Bossi; An- 
pay oh in F ma = by Samuel Wesley ; National Anthem, 
arr. I 
5841 Book it, poe by 1 L. Krebs and Concert Overture 
| oe Oe eae wo. I 
“St. Cecilia, another orga serial edited by Mr. Best, has paren its 41st book, In 
the last two are exam les of Krebs, Bossi, S. Wesley, and the editor—all interesting in 


their —— styles, ‘St. Cecilia’ bids fair to become an organ library in itself."—7Ae 
iph, January 4 1890, 


COUNTERPOINT: 
Strict and Free. 


BY 
EBENEZER PROUT, B.A. Lond., 


Professor of Harmony ard Composition at the Royal Academy of Music, &c. 
Bound, net, 5s. 


London: 
AUGENER & CO., 46, Newgate Street, E.C. ; and 
only West End Address, 1, Foubert’s Place, W. 


(— SINGING SCHOOL. Compiled by 
H. HEALE — Net. 


= pw s. de 
omplete_... we 5 * 
_ Or in Single Books: . 
6793@ Book I., with Songs by Reinecke, Kucken, Weber, Concone, 
&e. Contents : :—The Stave, Clefs, &c. The Natural Scale. 
The Notes, Time. Exercises on Time :—Simple Duple Time ; 
Simple Triple Time; Simple Quadruple Time; Compound 
Duple Time ; Compound Triple Time ; Compound Quadruple 
Time ; Syncopation ; Triplets “a I 
6793? Book Il. Major Scales :—Exercises, Solfeggi, and Songs, by 








Abt, Gurlitt, Reinecke, &c., in all Major Keys, 1 part .. oo &6 
: 6793¢ Book III. Minor Scales:—Exercises, Solfeggi, and "Songs, 
by Beethoven, Concone, Mendelssohn, Schubert, &c., in all 
| Minor Keys, 1 part 16 
| 67934 Book IV. Intervals, Chromatic Scale: . —Exercises, Solfeggi, 
and Songs, by Kucken, Reissiger, &c., in 2 parts. Exercises, 
Solfeggi, Rounds, and Songs, by Abt, ” Hayes, Heale, Rossini, 
Weber, &c., in 3 parts. Rounds and sain ” Purcell, 
Gounod, Heale, &c., in 4 parts we Oe 
“The attention of class teachers is due to H. Heale’s * ‘Class. einging "School, which 
abounds in graduated exercises and pieces for practice. From the same author we have 
‘ Twelve Two-part Songs,’ Herbert F. Sharpe also contributing a similar set. Molique’s 
* Sacred Songs,’ for one, two, and three voices, will be welcome in many a singing home. 
They are ho spent and musicianly to a rare extent. Reinecke’s ‘ Children’s Songs’ 
are sufficiently recommended by the composer's repute as a writer of juvenile pieces."— 
Dai’y ibis December 12, 1888. 
OCAL DANCE TUNES, Otp anp New. 
Movements from Instrumental Works arranged for TWO FEMALE 
No. VOICES, with Pianoforte Accompaniment, Net. 
4go1r Sing, Nightingale. Minuet. (X. Scharwenka)... @ —3 
4012 Merrily Sieehe. Minuet. (Del Valle de Paz) —3 
4013 With Hands Entwined Together. Mazurka. (C. Gurlitt) —3 
4014 Gone are Night’s Dull Shadows. Mazurka. (F. Chopin)... 3 
4015 "Tis Sweet when the Sun is Risiag. Polonaise. (C. Gurlitt)... — 3 
4016 One by One the Flow’rets. Polka. (C. Gurlitt) “ —3 
4017 Hail, all Hail, Fair Spring. March. (X. Scharwenka) | —3 
4018 Dancing Wavelets fair to See. Sarabande. (J.S. Bach) .. —3 
4019 The Primrose. Gavotte. (X. Scharwenka) -3 
4020 See the Morning Light Advances. Gavotte. (Del Valle de Paz) — 3. 
4021 Behold, ’tis Golden Morning. Waltz. (F. Sch pe ~ = 3 
4022 The Violet. Waltz. (C. Gurlitt) —4 
4023 Behold the Moon with stately mien arise. Minuet. Beethoven) -3 
4024 O Golden Days of Summer. Minuet. (F. Schubert) .. - —3 
4025 Who will come with me? Gavotte. (Gluck) ... oe - —3 
4026 Come and Go. Gavotte. (Bach) _ ove - = 3 
4027 Ho! ‘tis a Sunny Morning. Hungarian Dance. “@. Schubert) — 3 
4028 Heyho! for Summer Time. Bohemian Dance. (F. en —4 
4029 Hark! hark! The Breezes softly stealing. Spanish Dan 
(Del Valle de Paz) —4 
4030 Ye Merry Birds on Yonder Tree. Waltz. (F. Schubert) -“ —4 
403 Sing, Sweet Songsters. Scherzo-Menuet. (Del Valle de Paz) — 4 
4032 Blow! Ye en o’er the Sea. Mazurka. (F.Chopin) .. — 3 
4033 Lo! The Lark uprises. Polish Dance. (X.Scharwenka) .. — 4 
4034 Hark! Across the Golden Meadows. Tarantelle. (X.Scharwenka) — 4 
4°35 Behold, behold the seen. Air du Dapuhin, U. L. Roeckel) — 3 
\ TOCAL DANCE TUNES. By H. Hatz. 
6 Two-Part Songs, with Pianoforte anaemic — Net. 
4o10a The Skylark. Minuet on x —4 
40108 Haste thee, Nymph. Gavotte ... —3 
4or0¢c The Cuckoo. Waltz —43 
4or0d Spring is here. Mazurka —4 
4o10e May, Queen of Blossoms, Polonaise . —4 
4o10f May Day. Trarantelle ... =a 
6 Three-Part Songs for Female Voices, with Sisto Accompani- 
ment :— 
421 Hear how the Birds. - Minuet ... ‘ “4 
4212 Sweet May. Gavotte .. na se - —4 
4213 When the merry bells ring round, Waltz “ “4 
4214 Bird of Night. Mazurka “— —4 
4215 All hail to thee, thou First of May. Polonaise oe —4 
4216 O Flowers of Spring. Tarantella a a in ag 
London: AUGENER & CO., 86, Newgate heme. - ‘- ; and only 
West End Address, 1, Foubert’s Place, V 
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TANDARD ENGLISH SONGS. Edited, Re-| Standard English Songs—(continued). 


vised, and the Words partially re-written, by W. A. Barrett. The 8830d Book IV. 18 Songs. Nos. 67—84.. 
Accompaniments arranged by Dr. Stainer, Dr. Martin, Mr. Henry Gadsby, 67. Ame, T. A. My Dog and my Gun. 
Mr. A, J. Caldicot, Mr. Burnham Horner, Mr. Joseph Barnby, and the 68. Balfe, M. W. ‘They tell me thou’rt the Favoured Guest. 





net rt 0 


Editor :— 


88304 


. Hook, James. 


. Arne, Thomas Augustine, 


PEYaneyY pw 


Book I. 


Boyce, Wm. Heart of Oak. 

Hook, James. My Friend is the Man I would Copy. 
Geary, T. A. The Glasses Sparkle on the Board, 
Jones, Robert. Tell me, dearest, what is Love? 
Blow, Dr. John. To Phillis. 

By a Lady unknown, ‘The Banks of Allan Water. 
Eccles, John. Let the Daring Adventurers. 

Braham, John. The Anchor’s Weighed. 

Mazzinghi, Count Joseph. O Sing, Sweet Bird. 

‘Lhe Lass of Richmond Hill. 

Here's to the Maiden of bashful fifteen. 
Rule Britannia. 


22 Songs. No. 1—22 


Linley, Thomas. 


. Carey, Henry. Sally inour Alley. 


. Traditional. 
. Traditional. 


The Bailiff's Daughter, 
Cease your Funning. 


. Carey, Henry. The Contented Farmer, 
. Davy, J. The Bay of Biscay. 

. Beethoven (7?) Those Evening Bells. 

. Horn, C. E. Cherry Ripe. 

. Bishop, Sir H. R. Home, Sweet Home. 


Paisiello, Giovanni. Hope told a flattering Tale. 


. Rodwell, G. H. Return, O my Love. 


Book II. 22Songs. No. 23—44 


. Loder, E. J. The Brave Old Oak. 


. Nelson, Sydney. 


The Rose of Allandale, 


. Balfe, M. W. When I beheld the anchor weighed. 


Rodwell, G. H. The Wind and the Beam. 


. Rodwell, G. H. Violets. 

. Kitchener, Wm. The Barefooted Friar. 
. (C. 1770). The Invitation. 

. Storace, S. Peaceful Slumb’ring. 

. Weldon, J. Let ambition fire thy mind. 
. Linley, T. Young Lubin. 


. Jones, Robert. 


Love in Jealousy. 


. Dibdin, C. The Last Shilling. 

. Danneley, J. F. Queen of every Moving Measure. 
. Dibdin, C. Bright Gems. 

. Attwood, J. The Cock is Crowing. 


. Traditional. 
. (1775). 


Near Woodstock Town. 
My Lodging is on the Cold Ground. 


40. Shield, Wm. Tell her I'll love her. 
. Arnold, S. The Downward Look. 


. Bishop, Sir H. R. 


The Pilgrim of Love. 


. Nathan, J. Why are you Wandering here, I Pray. 
. Stanley, C. J. The Blind Boy. 


Book III. 


17th Century. 
Harriet Abrams 


22 Songs. Nos. 45-66 


The Jolly Miller. 
Crazy Jane. 


. 17th Century. Come, Lasses and Lads, 


. C. 1700. 
. Richard Leveridge. 


. Alexander Lee. 


The British Grenadiers. 

Colonel R. Mellish. Drink to Me Only. 

The Roast Beef of Old England. 

Rocked in the Cradle of the Deep. 
The Soldier's Tear. 


J. P. Knight. 


. M, Kelly. The Wocdpecker. 


. Charles Dibdin. 


Tom Bowitirg. 


. Josiah Ashley of Bath. Poor Joe, the Marine. 


. Sydney Nelson. 
57. William Reeve. 

. Chas. E. Horn 

. Stephen Storace. 

. M. W. Balfe. 

. M. W. Balfe. 

. George Alexander Hods n. 


65 


€6. 


. H. Philips. 


Mary of Argyle. 
In the Downhill of Life. 
After many Roving Years. 
The Beggar Girl. 
Then You'll Remember Me. 
I Dreamt that I Dwelt in Marble Hal s. 


George Herbert Redwell. ‘Lhe Beautiful Maid of my Soul. 
Woman. 

William Michael Rooke. My Boyhood’s Home. 

Henry Purcell. Nymphs and Shepherds. 


Poor Bessie was a Sailor's Wife. 





69. 
70. 


71. 


Bayly, T. H.. Id be a Butterfly. 
Bishop, H. R. The dashing White Sergeant. 
Braham, John. Said a Smile to a Tear. 


. Carey, Henry. Flocks are Sporting. 


. Horn, C. E. 


I've been Roaming. 


. Kirby, W. My Helen is the Fairest Flower 
. Leveridge, R. The Cure of Care. 


. Linley, George. 
. Lover, Samuel, 


Thou’rt Gone from my Gaze, 
My Mother Dear. 


- Rimbault, E. F. Happy Land. 
. Rodwell, G. H. The Banks of the Blue Moselle. 
. Spofforth, R. Oft let me Wander. 


. Wallace, W. Vincent. 


Yes ! Let me like a Soldier fall. 


. Eighteenth Century. The Girl I left behind Me. 
. Old Melody. A Fable. 
. Shield, William. Ere around the huge Oak 


Book V. 16 Songs. Nos. 85—r100,.. 


. Lee, A, Meet me in the Willow Glen. 


. Anon, 


Addison, John. The Woodland Maid, * 
A country life is sweet. 


. Arne, T. A. Now Phoebus sinketh in the West. 


. Attwood, Thomas. 


The Soldier’s Dream. 


. Balfe, M. W. The Peace of the Valley. 


. Barrett, John, 


Ianthe the lovely. 


. Bayly, T. H. Fly away, pretty Moth, 


. Bayly, T. H. 


Welcome me Home. 


. Farmer, Thomas. Ye tender powers, 


. Hook, James. 


The Voice of Love. 


. Horn, C. E. He Loves and Rides away. 
. Horn, C. E. Through the Wood. 
. Shield, William. The Thorn. 


In papercover ... ooo ove eve ‘a oes oe 


Bound in cloth a. ove ose ove ooo ove 


London: AUGENER & CO., 86, Newgate Street, E.C.; and only 


Spofforth, Reginald. Julia to the Wood Robin 
Whitmore, C.S. Isle of Beauty. 


NOW READY. 


AUGENER’S EDITION No. 8830. 


The above roo Standard English Songs, complete-- 
net 5 


net 7 


West End Address, 1, Foubert’s Place, W. 


Pianoforte by J. THEODORE TREKELL 


Neo. 


Price 3s, each. 
. Kyrie (Haydn's 1st Mass). 
. Laudate Dominum (Mozart). 
. In Native Worth (Haydn). 
Et Incarnatus est (Mozart). 
. Ave Maria (Cherubini). 
6. Comfort ye My People (Handel). 
. Agnus Dei (Mozart’s rst Mass). 
Cujus Animam (Rossini’s Stabat Mater). 
. Angels ever Bright ond Fair (Handel's Theodora). 
. Ad ‘Te levavi (Cherubini). 
. Gloria in Excelsis (Mozart's 2nd Mass). 
. With Verdure Clad (Haydn’s Creation) 
. Gloria in Excelsis (Mozart’s rst Mass) 
. Adorabunt Nationes (Himmel). 
. On Mighty Pens (Haydn’s Creation). 
. But Thou Didst not Leave (Handel’s Messiah). 
. Gloria in Excelsis (Pergolesi), 
18, Kyrie (Haydn’s 2nd Mass). 


London: AUGENER & CO., 86, Newgate Street, E.C., and 


1, Foubert’s Place, W. 


° 
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Sold by AUGENER & CO., 
Sold for cash only. 


Lot 3036a—c. ALBUMS. Vols. 4, 5, 6 


3037+ 
3038. 


30392, 6. BERIOT. Op. 17. 


3040. 
3041. 
3042. 
3043. 
3044. 
3045. 
3046. 
3047. 
3048, 
3049. 
3050. 
3051. 
3052. 
3053. 
3054. 
3055+ 
3056. 
3057. 


SECOND-HAND VOLUMES. 
Some of them only slightly damaged. 


The Prices marked are net, 


VIOLIN AND PIANO. 

eee . each 

BACH. Suite, Sonata, and Fugue... 

BEETHOVEN. — Works. 
published at 27/- net . 


Folio Edition, 
Etudes brillantes. Books I. 
and II. Pe ma ae 
BRUCH. "Violin ‘Concerto es 
CLARK. 12 Morceaux 4 wae - 
ELLERTON. Op. 56. Duo “o ue 
HAUPTMANN. Op.s5. Sonatas ove 
HOLMES. Chamber Music os ee 
MENDELSSOHN. Lieder ohne Worte... 
— Overtures ... 
MOSZKOWSKI. 
— Les Nations qe 
RiES, F. Op. 71. Sonata ... 
RUBINSTEIN. Op. 18. Sonata... 
SAYVE. Op. 6. Duo oe ove 
SCHARWENKA, X. Op. 46. Sonata owe 
SCHLOSSER. Op. 31. Logie o’ Buchan 
SPOHR. Op. 96. Duetto ... “|e 
— Op.113. Hamburg Sonata ... 
— Op. 115. Duo concertant 
TERSCHAK. Popular Melodies of England 


Spanish Dances 


FLUTE AND PIANO. 


3058a—f. ALBUMS. Vols. 1to6 ... se 
3059a,6. ALBUM DE DANSES. Vols. 1, Il. 
3060a,6 BACH. Sonatas. Books I., II.. 


3061. 
3062. 
3063. 


3064a—k. JANSA. 


DE LA LANCE. 2 Arien varilet _ 
DIABELLI. Die Stumme von Portici 
HAYDN. Violin Sonatas eve 
Alessandro Stradella, hom Bolena, 1 La 
Favorita, Il Furioso, La Figlia del Reggimento, La 
Straniera L’Elisire d’ Amore, Lucrezia, Sonnambula, 
La Zingara ia . each 
KALKBRENNER. Grand ‘Duo me 
PLEYEL. Op. 8. Duos 
— Op. 48. Six Sonatinas... 
REISSIGER. Op. 60. Concertino is 
SCHUMANN. Op.6€8. Jugend Album... 
SPOHR. Op.113. Hamburg Sonata ... 
TERSCHAK. Popular Melodies of Ireland 
TULOU. Fantaisie et Polonaise 


PIANO SOLO. 


ARNE. Popular Pieces 

BARNETT. Sonata, & minor 

BEETHOVEN. Klavierstiicke 

BERENS. Thirty Poetical Studies 

CHOPIN. Concertstiicke 

CLEMENTI. Op. 36. Sonatinas (Cotta) 
CORELLI. Celebrated ‘Twelve Concertos 
DOHLER. Op. 30. Twelve Studies 
FLOTOW. Overtures see eve 
HABERBIER. Poésies musicales... 

HAYDN. Symphonies ee 
KLEINMICHEL. Thirty Senatinen ond Rondos 
KULLAK. Hints on Modern Pianoforte Playing 
LISZT. Popular Pieces ‘ia eee wee 
MERTKE. Omamentik und Rhythmik .. 
MOZART. Quartets ... 
PAUER. Alte Meister. 
— National Dances... 
— Toccatas célébres 
REINECKE,. Op. 147. 
RUBINSTEIN. Op. 23. 
— Album. (Peters) 


Vol. lll... 


Fairy Fancies ... 
Etudes... 


No discount. 


. each 


86, Newgate Street, London, E.C. 
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IQUARIAN MUSIC. 
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Antiquarian Music—PIANO SOLO (continued). 
Lot z095. SCHMITT. Seventeen Easy Compositions 
3096. SCHUBERT. Op.15. Fantasie inc. (Cotta) 
3097. —— Op. 5% Sonatain p. (Cotta) ns 
3098. TSCHAIKOWSKY. t2 Morceaux ‘i 
3099. VOLKMANN. Op. 21, . Visegridd oe 
3100. WEBER. Op. 24. Sonatainc. (Cotta) 


VOCAL SCHOOLS AND EXERCISES. 

ABT. Vocal School .. on 
SALFF. The Italian School of Singing oi 

BORDOGNI. Vocalises par 

DANZI. Legons de Vocalisation pour oe ano ... 

FETIS. Solféges progressifs. Part I. 

GARCIA. Kunst des Gesanges. Part I.... 

LUTGEN. 25 Legons de Chant 

— Kehlfertigkeit. Part I. 

Melodic Solfeggi. Complete... 

NAVA. Elementi di Vocalizzazione 

PANSERON. Musikalisches A, B, C. 
French Text) . 

RIGHINI. Exsrciess... ist pes “-— 

STOCKHAUSEN. Gesnngemethode ea ‘el ‘ma 

VACCAI. Metodo pratico 

VOCAL EXERCISES AND SOLFE GGIOs. Complete 2 


nunwna lg 


3°08. 
3toz. 
3103. 
31C4. 
3105. 
3106. 
3107. 
3108, 
310). 
3110. 
gItr. 


ee a | 


(German and 


gir2. 
3113. 
3tr4. 
3115. 


For remainder of Antiquarian Music, see MontHLY Musicat REcorp, 
Nos, 225, 226, 228, 231, 232, 234, 235, 236, and also Catalogue of Antiquarian 
Music, to be had gratis. 


AUGENER & CO., 86, Newgate ‘Street, London. 





ISS MATHILDE WOLFF (Pianiste) visits end 


receives PUPILS for Piano, Harmony, Counterpoint, &c. ; holds 
FORTNIGHTLY MEETINGS for practice of Concerted Chamber Music ; ; 
accepts ENGAGEMENTS for CONCERTS and AT HOMES; will, in 
September, be open for VISITING ENGAGEMENT at good Schools. 
—For terms, apply to Miss M. Wo trr, 49, _ Crescent, W. 


yu PSALM, el by HAMISH I MAC. 


CUNN, for the Opening of the Edinburgh International Exhibition. 
Price 1s, net. 


wuesetianh Simrson, & Co., Dundee & Edinburgh. 


R. NIECKS.—A.CONCISE DICTIONARY 
OF MUSICAL TERMS. 
To which is prefixed an Introduction to the Elements of Music. 
Bound in Cloth, net, 2s. 6d. 


AUGENER & CO., 86, Newgate Street, E.C., and 1, Foubert’s Place, W. 


London. 





NM ETHODE DE VIOLONCELLE. 


(Euvres instructives de Dotzauer, Duport, Kummer, Lee, 
Romberg, &c., editée et augmentée par A. PIATTI. English and French 
Words :— Net. 


7778 


Tirée des 


Complete ose oe oe owe Pre oes << te 
Or in 3 Books ... . ase . each 2 
Book I. Scales, Exercises, 1st to a Position.. “ 2 
Book II. Scales and Exercises on the different positions 
without the thumb, bowing, kc... 2 
Book III. Shakes, Chromatic Passages, Eevciees, ond 
Scales on Double Stops, «n use of ‘Thumb, pam. 
Arpeggios, Harmonics, &c. Wa “a “ 


7778a 
7778 


7778¢ 





AUGENER’S EDITION. 


PURCELL’s GOLDEN SONATA, 


ARRANGED BY 
GUSTAV JENSEN, 


In his ‘*Classische Violin Musik berithmter Meister des 17ten and ten 
Jahrhunderts.” 


7410 For Two Violins and Pianoforte a 
7410@ Fort Two Violins, Violoncello, and Plencheite ad — 


H. 


net r — 
net 1t 6 


AUGENER & Co., 86, Newgate Street, and 1, Foubert’s Place, Lcndon. 
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N OVELTIES. NOUVEAUTES. 


(Nova). 
September rst, 1890. Le rer Septembre, 1890. 


AUGENER & CO., 86, Newgate Street, E.C,, and 
Foubert's Place, W. (opposite Conduit Street), London. 





ecm PIANOFORTE SOLOS (a 2 mains). 
GLOVER, STEPHEN. The Bell March a 
GURLITT, CORNELIUS.  Ballkliinge. Zwei 
Walzer. Op. 170:— 
No. 1, Clarissa oe ast 
JUNGMANN, A. Wild Hen: “Caiman 
—— Air bohémien russe, varié . : ya ee 
KIRCHNER, F. “es Griisse. Valse Im- 
promptu. Op. 318 ... - 
LACHNER, IGNAZ. Vier Klavierstticke. Op 95:— 
No. 1. An der Quelle ee 
2. Nordisch 
3. Gondelfahrt see 
LOESCHHORN, A. Aus der Kinderwelt. Si 
from Childhood. Characteristic Pieces :—. 
82282, Op. 96. Books I. and II., each... se: ae 
NOSKOWSKI, SIGISMOND. Picador. 7 sd 
NO 4s sae 
— Monologue. “Op. 27. No. 3 
PAUER, E. Technical eiteaiibe' for the Pianoforte. 
83292 The Book of Scales nis C. net 
— Album classique pour la Jeunesse, Recueil 
de petites piéces des maitres célébres, choisies, 
arrangées pour piano d’une maniére facile, et 
doigtées. C.:— 
6009 WEBER. (30 piéces a 2 mains, 6 A 4 mains.) net 
SCHYTTE, LUDWIG. Berceuse 
—— En Aval (Den Fluss hinab) 
WHITEHEAD, H. GavotteinE minor ... 


PIANOFORTE DUET (a 4 mains). 


8639 VOLKMANN,R. Visegrad. Twelve Musical Poems. 
Op. 21. Oblong ove .. net 


2 Pianos, 4 Hands. 
DEL VALLE DE PAZ, E._ Scénes de Ballet. 
Deuxiéme Suite d'Orchestre. Op. 30:— 
86492 No. 1. Bohémienne ‘es wR vx. Oe 
86496 2. Valse Lente ne aos x, SS 


ORGAN. 
BACH, J. S. Organ Works, edited by W. T. Best 
(oblong folio) :— 
9805 Vol. V. Toccata and Fugue in F miner 
», in D minor > net 
Passacaglia i in C minor 


VIOLIN AND PIANOFORTE. 
HERMANN, F. Dance Movements from the Works 
of Great Masters. Arranged :— 
73874 J. S. BacH. Sarabande from the 2nd Violin 
Sonata a vos 
73876 G. F, HANDEL. Scherzo from the Concerto in G 
minor oe: 
7387¢ JOSEPH HaypN. Nachtwiichter Menuett 
JENSEN, GUSTAV. Drei Stiicke. sal 28 :— 
No. 1. Alla Marcia ... as sas 
2, Canzona ae 
7583 SCHUMANN, R. 5 Sticke imVolkston, Op. 1 102., net 
THOMAS, EMILE. Quatre Danses brillantes :— 
No. 1. Danse lente ... ° . 
2. Valse ... 





Novelties (continued). s. d. 


INSTRUMENTAL. 

HERMANN, F. Dance Movements from the Works 
of Great Masters. Arranged for String Or- 
chestra :— 

J. S. Bacu. Sarabande from the 2nd Violin 

Sonata ie as 

G. F. HANDEL. Scherzo from the Concerto in 
Gminor... <= 

7I51¢ JoserpH HAyDN. Nachtwiichter Menuett net 

SCHUMANN,R. 5 Stiicke im Volkston, Op. 102:— 

7751 For Violoncello and Pianoforte ... ow. net 
7645 For Viola and Pianoforte .. ae on. 

SQUIRE, W. H. Scéne de Bal pour le herrea 

avec accompagnement du Piano .. 


VOCAL MUSIC. 


ABT, F. Sweet bird! Come hither, ‘‘O Vdglein 
komm!” Song. (G. 603)... ra _ de 
ACTON, JOHN. Songs on the River, Vocal duets 
for female voices with pianoforte accompani- 
ment :— 
4059¢ ’Neath the Willows ms ti «os «= Ret 
4059¢ Ply your oars in time together wes oo §=«- et’ 
8830 ENGLISH SONGS (100 STANDARD). Edited, re- 
vised, the words partially re-written by W. A. 
Barrett. The accompaniments arranged by Dr. 
Stainer, Dr. Martin, Henry Gadsby, A. J. Caldi- 
cott, Burnham Horner, Joseph Barnby, and the 
Editor. a Bound in cloth, net, 7s. 6d. ; 
in paper cover . - tee net 5=> 
HEALE, H. Vocal Shae ‘See, ‘Six three: -part songs 
for female voices, with pianoforte accompani- 
ment :— 
4213 When the merry bells ring round. Waltz net 
4214 Bird of Night. Mazurka ... ; ova oeee 
13577 REINECKE, C. Slumber Song of the Dwarfs, 
Chorus for 3 female voices from the cantata 
‘* Little Snowdrop” ... a Ses a! Be 


AUGENER & Co., London: 
City Chief Office: 86, Newgate Street, E.C. 


Only West End Branch: 1, Foubert’s Place, W. 
(opposite Conduit Street). 


All Communications should be addressed as above. Cheques. 


— | and Post Office Orders payable to the order of Augener & Co., and 
— | to be crossed ‘‘ Central Bank of London.’ 


Telegraphic Address—AUGENER, LONDON. 








‘ CONTENTS. 


BEETHOVEN's SONATAS FOR THE PIANOFORTE AND VIOLIN. By 
Fr. Niecks (conclusion) .. $8 ey 6 vs ee ve 

Tue PiANororT& TEACHER: A COLLECTION oF ARTICLES IN- 
TENDED FOR EDUCATIONAL Purposes, CONSISTING OF His- 
TORICAL SKETCHES, ANALYTICAL AND CRITICAL REMARKS, 
ADVICE AS TO THE SELECTION OF CLASSICAL AND MopgrRNn 
Pieces with REGARD TO DirFFICULTY, AND SUGGESTIONS AS 
TO THEIR PERFORMANCE. By E. PAvEr (continued) 

THE OrGAN Works oF J. S. Bacu. Epitep sy W. T. Basr. 
By STEPHEN S. STRATTON (continued) - ow ee 

ForEIGN CORRESPONDENCE: Music 1N VIENNA 

Our Music Paces: Romancs, sy J. F. Barnett.. 

Reviews oF New Music anp New EDITIONS .. 

OpsRA “ ‘ “ ée eo 

Musica. Nores. ee 

ANTIQUARIAN Music os os és ‘= ne 

SEPTEMBER NovgLTIES OF AvcEnsr & Co. ee ¢e oe we 
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